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PREFACE
As I look back on it, this project has been with me since child­
hood. Most disagreements between my parents ended in "who's wear­
ing the pants around here?" The question had nothing to do with 
pants or skirts, but had everything to do with control. To a small girl 
in the south, in the 50's and in that family, pants equalled the power 
to control others and unfortunately, skirts equalled no power at all. 
Obviously having power was "good", not having power was "bad" and 
trying to control things when you had no power (as in a female 
wearing the pants) was very, very bad. It seemed unfair that all I (or 
any girl I knew) could expect out of life was wearing skirts and 
having no power at all. Gender, an accident of conception, defined 
personal power. Women had no power at all, also, no rights to 
trousers. Somehow this equation left out the concept of sexuality 
which is central to the plays of Aphra Behn. Behn's whores have 
sexual power over men, but they also have financial power. Aphra 
Behn learned these things 300 years before I did.
The 50's were followed by the 60's and the women's rights 
movement at least liberated women from clothing constraints. Women 
could wear pants without fear of disapproval, but still had little or no 
power. Sex and power were not discussed although gender and power 
were.
When I grew into adulthood and faced the gender imbalance in 
the real world, the women’s rights adage, "the personal is political," 
seemed very natural, very logical, very right. It was already a lived 
experience, not just an adage. These days I share with Gloria Steinem
iii
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a reversal of this adage "the political is  personal” (Steinem 17).
Whether the personal fuels political action or the political reality 
affects the individual and personal actions and reactions, it seems that 
Aphra Behn lived in the same sort of reality. And this reasoning 
seems to fuel this dissertation as well. Aphra Behn lived with the 
cultural reality of international travel and trade, traveling with her 
family to Surinam and spying for Charles II and briefly as the wife of 
a Dutch merchant. As a widow she was forced to make her own 
financial way at a time when English women did not do these things, 
did not see these realities. I don't know if Behn would have acknowl­
edged that her plays were political, for she somehow found a differ­
ence between the cultural/patriarchal world view which kept women in 
their place and the politics of Charles II. Her use of women on stage 
in breeches and as whores along with her insistence on using dramatic 
language and situations to point up the power imbalance between the 
genders is both personal and political. It took the analysis of several 
plays for me to feel more confident of my understanding of the arc of 
Behn's thoughts on women, power and valuation. All of the definitions 
of power, authority, value, exchange, gender relations changed within 
plays and across plays. It felt like I was walking across quicksand. 
Trying to find Behn's "truth" was like trying to catch quicksilver. It 
was not until reading one romantic argument in The Second Part of the 
Rover that I realized that Behn too was trying to sort out the "truth" 
and it was not until this point that she could differentiate between 
men's and women's ideas of power and authority.
iv
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ABSTRACT
Aphra Behn was an important playwright in the Restoration, 
second only to John Dryden in the number of plays produced during 
the period. In some of her early plays based on Spanish intrigue 
comedies, she uses the roles of whores and cross dressed women to 
articulate her criticism of the sexual economy within patriarchy. Masks 
and disguises create confusion in all the plays. Her characters, plots, 
structure, humor and economic concerns change with each successive 
play. The first play in the series. The Dutch Lover (1673) is a tale of 
romance where women are exchanged between men for the benefit of 
the men. In the central utopian portion of the play, women make their 
own choices about mates and benefit from those choices. Behn’s most 
popular play. The Rover (1677), is a play set firmly within capitalism 
and critiques that system's use of women. All the characters rail 
against the selling of female flesh, whether in marriage or in prostitu­
tion. This play reinforces themes of the fool who cannot tell the 
difference between whores and ladies. The third play The Feign'd 
Curtizans (1679) was clearly written at the same time as The Rover, 
with similar romances and similar criticisms of the system. The humor­
ous subplot of two fools tricked by a clown (all three played by the 
best comedians of the period) threatens to overwhelm the romance.
The last play of the series, The Second Part of The Rover (1681) is a 
continuation of the characters and adventures of The Rover. It 
reprises many of the themes, but the play is much darker and the 
women have very few choices. The men are no longer looking for
vi
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sexual playmates, but marriageable women with large fortunes to secure 
their own futures.
The breeches role and the role of the whore perform the same 
function. They embody the idea of women for sale, women on display. 
The whore does that within the text. The breeches role displayed the 
legs of the actress in a provocative way that was as much advertise­
ment for the actress's sexual availability as the vizard masks which 
real prostitutes wore in the streets. The vizard becomes an emblem of 
Behn's dramatic technique. As the vizard both marks and masks the 
identity of the wearer, the spectacle of woman for sale (as both whore 
and breeches role) both articulates and masks Behn's criticism of a 
sexual economy where women sure sold and men are not.
vii
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CHAPTER 1 
INTRODUCTION
This project will investigate and interrogate Aphra Behn's use o£ 
cross dressed women and prostitutes in her intrigue comedies. These 
women who challenge the system are always linked to tropes o£ ex­
change and economic valuation which foreground the nature o£ women 
as commodities in the patriarchal market place. Yet Behn's message is 
even more direct. She suggests that women are just as "good" as 
men, just as valuable and as powerful. These tropes and roles create 
a utopian world in the midst o£ this omnipresent patriarchy. Nearly 
everyone in these plays talks about economics and the value of things. 
Every flirtation seems to contain words taken from the world of 
trading and money management. Yet the strongest statements are 
always those of these oppositional women. Invariably heroines disguise 
themselves as boys to learn more about the men they desire. And the 
whores operate on a financial level uncontrolled by the patriarchy.
With their words and actions these women change the power distribu­
tion within the play. But in the end, men and women are not com­
pletely equal and exchangeable and power remains in the hands of the 
men. Cross dressed women lose duels, beautiful whores lose the men 
they want, rich women do not have the freedom that rich men have.
But it is this failure of the system, this disappointment in "the way 
things are," as well as the way Behn hopes they could be, that is an 
integral part of these plays. As readers/spectators, we read and view 
these plays with great hope, but come to the last moments confused 
and saddened. I think that was Behn's view of her world.
1
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Aphra Behn was England's first professional female playwright. 
This is different from being the first woman to write for the stage or 
the first woman novelist because it means that she wrote to please an 
audience and that she was part of the business of drama and the 
business of publishing books. She wrote prolifically: poems, political
writings, novels and plays. Her list of produced plays is second only 
to John Dryden's output. And this in an age which did not see women 
as equals. Behn lived an unconventional life. She lived not as a 
possession of rich and talented men, but as an equal to them. And her 
work, as did that of her male counterparts, reflects the openly sexual 
nature of the time.
She worked exclusively with the Duke's Company and took 
advantage of the excellent actors there. With the stability of a dra­
matic "home," she created plays in which women characters take center 
stage. Her first plays. The Forced Marriage and The Amorous Prince 
were moderately successful. By 1677 she had written her first big hit 
The Rover and had learned to manipulate the theatrical conventions for 
dependable success. Actresses were a new convention, having finally 
been allowed on the British stage soon after the Restoration of Charles 
II and the restoration of the British theatrical production in 1664. All 
the playwrights took advantage of this exciting novelty of women on 
the stage. But Behn's women, especially her whores and cross dressed 
woman are mouthpieces for Behn in exposing the inequalities of the 
sexual economic system and exploring utopian possibilities of gender 
equality. They articulate Behn's criticism of the system and they use 
their wit and beauty in sexual negotiations to obtain the best deal.
2
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These female characters are not only equal to the men; they are better 
than them and that is the only way they cam. create their own power 
base.
Behn continued to write for twenty years for the stage. She 
generally wrote comedies involving intrigue, romauitic confusions and 
women scheming to maunry the men they love. Her characters constant­
ly disguise to move the narrative along. The early comedies feature a 
"gay couple", popularized by Nell Gwynn and Charles Hart. She also 
wrote a tragedy, Abdelazer (1676) and a political play. The Roundheads 
(1681), but after the Exclusion Crisis in 1678, her plays display a 
darker less playful comic quality. This change is also reflected in 
many playwrights of the period.
Behn criticizes the sexual economic system of her time and 
creates a more equal world for her women in her intrigue comedies in 
several ways. First the words and actions of these two oppositional 
female types, the whore and the cross dresser, critique the system; 
second the bargaining of the romauitic couples for a "good match:" 
third the casting of specific actors and actresses brought specific 
meaning to the plays; fourth the structures of the plays themselves 
auid lastly the broad humor used throughout these plays.
Behn was adale to write and create these strong female role be­
cause her world amd the world around her was changing drastically. 
There was so much upheaval that a woman could have her say. And 
her personal situation fueled her political ideology. She changed from 
being an educated young girl amidst upper-middle-class family to being 
a young womaua with no visible means of support, in a culture where
3
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there was money to be made by anyone able to manipulate the system. 
England at the same time was emerging from isolation to become a 
leader in the world economy.
Growth of that world economy was fueled by the discovery of the 
New World and renewed trading with the Orient. Europe became rich 
with the resources of those new found lands includincr gold, silver, 
exotic animals, and new kinds of food and dnnk. The surplus of 
wealth and the availability of goods created a commodity culture and 
the beginnings of capitalism. This proiect is especially interested in 
the capitalism of goods and services, mercantile capitalism. And women 
were part of that commodity culture, both as commodities and as 
consumers. Laura Brown in her study of the eighteenth century Ends 
of Empire finds an association of the figure of woman and commodifica­
tion and consumption in the process of women's labor. The figure of 
woman
takes a centred position in the representation of . . . 
character, identity, and value. The female figure is associ­
ated with the mystifying process of fetishization, and with 
related problems of identity and knowledge, a r t i f i c e  and 
reality. . . In this role the woman typically acts as a proxy 
for male acquisitions. . . (18-19)
Though Behn's plays were written and produced centuries after the
initial shock of the influx of wealth to Europe, and -just before the
eighteenth century, the commodification of women is at the core of her
plays. Behn's women either have an income from whorina or have a
family fortune. And they are seen as a source of money for the men
in their lives. It is always the men — Willmore in both parts of The
Rover. Blunt and Fetherfool in The Second Part of The Rover. Alonzo in
The Dutch Lover. Gayman in The Luckey Chance, to name a few, who
4
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have no ready money to call on. Another function Brown finds for the 
figure of woman is  "represented in terms of the female body and of 
sexuality" (19). This is associated with gender difference and as a 
figure of difference: "woman" is "connected with the potentially threat­
ening . . . other” (19).
Behn and the actresses of the Restoration stage were likely to be 
commodities more often than consumers, such was the hard-scrabble 
life of these young women forced to make a living. The early English 
actresses differed from the well-trained, acclaimed and often respect­
able French actresses. They were pretty girls with sharp minds, but 
they were also poor and some dabbled in prostitution before they 
reached the stage. The prettiest and most popular actresses often 
became mistresses of wealthy and powerful men, as did Elizabeth Barry 
with the Earl of Rochester and Nell Gwyn with Charles II. Elizabeth 
Howe in her ground breaking work The First  English Actresses, 
considers these early actresses and their reputations as "loose women". 
She begins her examination of the actress as prostitute with the claim 
that
"no 'respectable' woman became am actress. Society as­
sumed that a woman who displayed herself on the public
stages was probably a whore." (32)
But it was not simply the actress' respectability, it was the Restoration
world's lurid interest in the actress* sexuality, that created interest in
the playhouse. Howe writes
Whether or not she exploited it  off stage, the actress's 
sexuality — her potential availability to men — became the 
central feature of her professional identity as a player. It 
has been observed that contemporary critics and satirists 
discuss the actress's private life and lovers as an exten­
sion of her histionic function. (Howe 34)
5
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Katherine Maus examined the reasons why these early actresses 
were so readily accepted by the London theatre world and concluded 
that the sexual ideology of the actresses was reason enouah for 
acceptance. The stage became the focus for the display of women's 
bodies, and male audience members scrambled to display their own 
power in the possession of the prettiest, sauciest and most passionate 
actresses. Instead of measuring wealth and power in terms of land, 
gold or the visible consumption of luxurious goods. Restoration society 
also judged men in terms of the women they kept. The theatre became 
a tantalizing showcase for commodities on sale, so expensive or unat­
tainable as to be available only to the most powerful. I suspect, 
though, that Restoration actresses were metaphorically "possessed” by 
most of the men in these audiences. Thus actresses on the Restoration 
stage, represented both the promise and reality — the promise of 
sexual possession and the metaphoric or imaginary possession of the 
women themselves.
Many of Behn's favorite actresses in read life were mistresses to 
weadthy men; some were common whores. Even the most chaste of the 
actresses (Mary Betterton, married to the famous actor/playwright/ 
manager Thomas Betterton) risked the accusation of "public woman" 
(equivadent to "whore"), simply because she stood on a stage, framed 
by a proscenium arch and allowed men to look at her. The more 
titillating the play, the more scandalous the women seemed. All ac­
tresses were guilty bv association; the culture assumed they all were 
whores because many were. The cross dressed actresses were even 
more scandalous because their legs (otherwise so carefully hidden by
6
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voluminous skirts) were so visible. The whore roles were also scandal­
ous because o£ their provocative costumes and their provocative 
attitudes. Secrets, lust, licentiousness, outrageous sexual practicies 
and perhaps just a bit of freedom were all embodied in the "whore" on 
the Restoration stage. The characters and the actresses mirrored each 
other, registering scandal from every angle. Both whore characters 
and the actresses who show their legs and offer that view for sale 
become literal and figurative symbols for the woman as commodity, the 
woman for sale. And because Aphra Behn uses one character, Hip- 
polyta in The Dutch Lover to play both roles, she makes it clear that 
the whore and the cross dressed woman are two sides of the same 
coin: woman. In all other cases, the whores and the cross dressed 
women are in competition for the leading man, he must choose between 
the woman who impersonates men and the woman who represents female 
excess. Behn's women certainly fall into Laura Brown's definition of 
the figure of woman.
Behn is aligned with all these whores/women/commodities because 
her own words are sold, necessarily to make a living unsupported by 
men. Behn's choice to write in order to support herself was both a 
personal and political act. Critics have seen Behn herself as a prosti­
tute (Gallagher 65) and also as a transvestite, playing the part of a 
man (Kavenik 177).
Behn's critique of the sexual economy stems from the position of 
woman as commodity and consumer in that economy. She uses specific 
actresses based on their reputations within the real sexual economy of
7
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Restoration England. Casting then becomes an important part of her 
method of critique.
In materialist-feminist terms, prostitution is the prototypical 
sexual economy — an economy in which women's bodies become a 
commodity, something that can be bought, traded and displayed, 
something that has vailue in market of male desire. This sexual econo­
my can be seen as ain exploitative continuum with prostitution, kept 
women, mistresses and even lucrative marriages as points alone the 
entire range of possibilities. Behn’s use of women in the position of 
commodities in the sexual economy predates the theorists that inform 
this materialist-feminist criticism of western social and economic rela­
tions. Claude Levi-Strauss presents the best definition of the western 
sexual economic concept:
The total relationship of exchange which constitutes mar­
riage is not established between a man and a woman, where 
each owes and receives something, but between two groups 
of men, auid the woman figures only as one of the objects 
in the exchange, not as one of the paurtners between whom 
the exchanae takes place. (115)
In The Dutch Lover, there is an strict adherence to these societal 
norms. The culture and the economy seem almost primitive in con­
struction, although the characters in the olav certainly are not primi­
tive. Alonzo even explains to Lovis that he is marrying a woman, not 
because he is in love with her, but simply to make an alliance with her 
family because he has none of his own.
Luce Irigaray, in two complementary e s s a y s .  "Women on the 
Market" and "Commodities among Themselves" completes a critical 
discourse with Levi-Strauss, dissecting this economic relationship in
8
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terms of the theories of Freud and Marx. She looks at the objects, the
women who are left out of the equation. For her
all the social regimes of "History,, are based upon the 
exploitation of one "class" of producers, namely, women.
Whose reproductive use value (reproductive of children 
and of the labor force) and whose constitution as exchange 
value underwrite the symbolic order as such, without any 
compensation in kind going to them for that "work." For 
such compensation would imply a double system of ex­
change, that is a shattering of the monopolization of the 
proper name (and of what it signifies as appropriative 
power) by father-men. (Women 173)
In a way. she explains the value of women as commodities on the
Restoration staae as well as within a romantic relationship.
The use made of women is thus cf less value than their 
appropriation one by one. And their "usefulness" is not 
what counts the most. Woman's price is not determined by 
the "properties" of her body — althoucrh her bodv consti­
tutes the material support of that price. But when women 
are exchanged, woman’s must be treated as an abstraction.
. . . woman has value on the market by virtue of cne 
single quality: that of beincr a product of man's "Labor".
(Women 175)
Irigaray suggests that
Commodities among themselves are thus not equal, nor 
alike, nor different. They only become so when they are 
compared by and for man." (Women 177)
Irigaray ends her essay "Women on the Market" wondering how 
women as subjects could take part in these exchanges. Her answer to 
her own question is another question "what if these 'commodities’ 
refused to ao to ‘market’? What if thev maintained "another” kind of 
commerce, among themselves?" (Commodities 196'. For Laura Brown and 
Aphra Behn the question becomes "What if the women went shcDPinq?" 
And the answer is "Use and exchange would be indistinguishable'' 
(Commodities 197).
9
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And in that "other" kind of commerce. Behn creates a utopian 
world where women go to market, but become consumers as well as 
commodities. Her female characters are both commodities and consum­
ers, as Laura Brown theorized. As Behn moves through her career, 
her women are less and less involved in a family, less and less in­
volved in society ("outsiders'"), and her plavs end in a much more 
open ended manner. The female characters varv widely in their 
position as commodity (object of desire) and consumer (subject of their 
own narrative.
Much has been written about the cross dressed role in modern 
and in Elizabethan and Restoration performance. Much less has been 
written about the whore in performance.
Annette Kuhn offers as good a definition as any or cross dress­
ing.
On a cultural level, crossdressing may be understood a s  a 
mode of performance m  which - through o ia v  on a dis- 
lunction between clothes and body - the s o c ia l lv  con­
structed nature of sexual difference is forearounded and 
even subjected to comment: what appears natural, then,
reveals itself as artifice. (49)
Marjorie Garber writes:
one of the most important aspects of cross-dressing is the 
way in which it offers a challenge to easy notions of 
binarity, putting into question the categories of "female" 
and "male," whether they are considered essential or con­
structed, biological or cultural. (10)
For Annette Kuhn the pleasure of watching cross dressed figures is
the enjoyment of
a vision of f l u i d i t v  of gender options: to provide a glimpse 
of 'a world outside che order normally seen or thought 
about' -  a utopian prospect of release from the ties of 
sexual difference that bind us into meaning, discourse, 
culture. (50)
10
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This vision of fluidity is essential to identity and links to cross dress- 
ina and narrative. Kuhn writes about cross dressing and narrative in 
film, but her ideas transfer easily to staae performance, there is 
simply less manipulation of the image on the staae. She cites Poland 
Barthes' s
distinction between the pleasure to be obtained from the 
closure or resolution of the classic narrative and tne 
'bliss' (jouissance) of the text which defies such closure.
(56)
There is the pleasure of closure of finally knowmo the truth fespecial­
ly with a mystery), of finishing a task. It is the comfort of the 
familiar.
It is also the closure of the classic Greek New C o m e d v  throuah
Terrence and Plautus and even into Shakespeare as described bv
Northrup Frye (237t. Usually the family forces a crirl into an unwanted
marriage, usually to an older man and always for money. In Frye’s
formulation of a "comic Oedipus situation"
the main theme is the successful effort of a younc man to 
outwit an opponent and possess the girl of his choice.
The opponent is usually the father (senex). . . The airi is 
usually a slave or courtesan and the clot turns on a 
cognito or discoverv of birth which makes her marnace- 
able. (237)
Annette Kuhn has her own definition of the classic narrative which is
equivalent to the comedic nlot:
in the classic narrative the resolution of a story typically 
involves some restoration of the equilibrium to the world of 
the fiction, a world disrupted by whatever event or situa­
tion sets the story m motion in the first place (60).
The pleasure of a ending without closure is the freedom to look at
things differently, it is a squeal of confusion and delight. But Kuhn
notes that Barthes always reminds his readers that "closure is a mark
11
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of culturally dominant narrative forms, forms whose trajectory is 
always toward resolution" (56). Kuhn continues that because cross- 
dressing "threatens to disrupt an apparently natural order," stories 
involving crossdressed figures "in offering the promise of a visionary 
multiplicity of gender relations open u p  a  space for jouissance" (56).
In Behn’s formulation of the comic plot, the woman 'who may or 
may not be youna) is prevented from finding happiness with "her" man 
by much more complex issues such as rape, previous mart’age. loss of 
income and unconventional life style. Often it is  the vo-mo man who 
must discover his true parentage in order to become marriacreable. 
Behn's narratives seem to end as do the Roman comedies with ail the 
couples marrying and ail invited to a feast.
But Behn’s endings become and more open across her career.
The Dutch Lover features a final scene where women are handed over 
to men for weddings and weddings and a banouet. It is  a traditional 
comedy ending, yet it illustrates both Levi-Strauss and Frve theories. 
Much less traditionally. The Luckey Chance ends as a husband gives 
up his wife to her lover (but does not dissolve the marriage) and 
another couple marry. In The Second Part ot the Rover, neither couoie 
marries on the spot, one decides to try a serious oourtshm. the other 
decides to make the committment but without the formality of mar nacre. 
The patriarchy (cultural dominance) controlled the b e o i n m n a  of Behn's 
career, but not the end.
Central to this argument is the breeches role which has had a 
long history on the stage has in England. Beginning with Elizabeth I 
and the English sumptuary laws, Marjorie Garber sketches in the rise
12
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of the "boy actresses" on the Elizabethan stage. These sumptuary 
laws regulated distinctions in clothing according to class and gender. 
The ultimate authority for gendered clothing laws was the Bible —
"The woman shall not wear that which oertameth unto a man, neither 
shall a man put on a woman's garment: for all that do are an abomina­
tion unto the Lord thy God" (Deut. 22:5). Sumptuary laws restricted 
women from dressing as they wished, and other legislation banned them 
from female roles on the Elizabethan stage. On the street, women were 
legislated to look like women, but on *~he stage only "boy actresses” 
could represent the female. Steonen Greenblar- ana Steoher. Org°’. 
have written about this confusion of gender and sexuality _n the use 
of boy actors/actresses in Shakespeare's plavs. According to thes^ 
scholars. Renaissance men believed that women could evoke real passion 
in men and thus render them "out ot control." a problematic state tor 
this category conscious society. Thus the appearance of homosexuality 
on stage (actor courting boy actress) was less problematic to the 
Elizabethan theatre going public than the "uncontrollable" passions of 
read men and women. On stage, cross dressing challenged the system 
much less than it did in every day life. Rather, cross dressing on the 
stage worked to confirm the ability of people to be rational, controlled 
and passionless: tust as the legislation against cross dressing on the 
streets confirmed the visible categories ot class and oender.
Between great Elizabethan theatre of Shakespeare with its bov 
actresses and the Restoration theatre of Achra Behn with women 
playing bovs in breeches roles. England suffered through a Civil War. 
which ultimately replaced the monarchy with a commonwealth and ail
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but destroyed the class system. Charles I was beheaded in 1648 and 
many courtiers fled to Europe, especially to France. British society 
was virtually destroyed. The ties that bound the Brxtisn. class system 
prior to the Civil War were based first on the monarchy and only 
secondarily on economics. Once the kina was beheaded and the heir 
and other supporters banished, monarchy and attendant class system 
was destroyed. Familiar patterns and dependable government services 
came to a halt. Chaos reigned.
Charles II and his banished cavaliers settled in France in the 
court of Louis XIV. There they discovered a monarch and a class 
system which reveled in the display of arancteur ana ey.travaaance 
even more than the British anstocracv in Elizabeth's time. The Sun 
King and his courtiers privileged theatre and pert^rm^nce as a natural 
outgrowth of this inclination of arand display. Not only did the 
French theatre feature upper class male actors and oeautifui and 
skilled professional actresses, but the genius of winters li. e^ Racine. 
Corneille and Moliere.
When Charles II was restored to the Enolish throne in 1660. his 
first task was to recreate a monarchy which his country co'ild support. 
He created the illusion of a strong monarchy with the display of his 
own power in monuments, royal processions and entrances, royal 
costume and regalia and in his own visible consumption of goods and 
services. Included in this public display was the restoration ot the 
theatre in London. Even berore he returned to Enaland. Charles II 
commissioned William Davenanf and Thomas Kiliinrew to reactivate two 
theatre companies, and within a year of his arrival, he had leaisiated
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the British actress into existence and on to the stage. There is so 
much of the cavalier spirit in The Rover that this plav must always be 
associated with Charles II. the interregnum and the restoration of the 
theaters in London.
Breeches roles of the Restoration became zonular almost immedi­
ately when the theatrical companies beaan using women on the staae m 
Shakespeare’s plays. Shakespeare's technigue of usina bcv actors to 
play women who dress as bovs turned the tables on. the t^eatr® croina 
public. Suddenly women were showing their legs, simply because 
Elizabethan dramatic texts demanded it. Breeches roles in early 
Restoration reguired little more than charm and prettiness: the story 
is simply one of "boy meets girl," etc. Nell Gwynn was noted for her 
breeches roles in the plays of Dryden. But other actresses also 
became famous for their breeches roles, notably Elizabeth Boutell. Anne 
Braceoirdle and Susannah Mounttort Verbruaaen. As Elizabeth Howe 
explains in The First English Actresses. Verbnnaen was much more a 
comic character actress in her "breeches roles" than temptress.
Dryden and other playwrights used these actresses and their sexual 
signification to foster a tradition which deployed the "breeches role" 
as a titillating SDectacle.
In studying the dramatic devices Aphra Behn used to hicrhiiaht 
the critical aspect of the whore and breeches roles. I remembered the 
age old insight of detectives in mystery novels. There are two kinds 
of crimes — those of passion and those involving monev. Thus the 
detective must "cherchez la femme" or discover "cui bono?". When I 
discovered the link between the breeches role and the role of the
15
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whore, I began to investigate the role of the whore and the sexu­
al/gender economics (including talk of money and valuation) in Behn's 
plays. I found clues to Behn's sophisticated dramatic technique. That 
sophisticated technique which hid her criticism of the sexual economy 
in plain sight within the "spectacle of woman," that is the whores and 
the breeches roles.
I had originally planned this project to include visual images of 
actresses in breeches roles on the British stage, but all the searching 
of the Victoria and Albert print library and the Theatre Library 
produced not one image of a breeches role from the period. Thus the 
project changed to a close performance reading of Behn's early plays 
to determine how she created these characters and images which 
expose and critique the sexual economy. These readings were helped 
immeasurably by using the materialist feminist theories of Claude Levi- 
Strauss, Luce Irigaray, the feminist cultural theories of Marjorie 
Garber, the feminist film theories of Laura Mulvey and Annette Kuhn.
This opening chapter has investigated theories of the sexual 
economy, theories of cross dressing, some ideas about prostitution and 
a description of the cultural and theatrical world of the time, including 
the commodification of women and their position as consumers in the 
growing mercantile economy. The following chapters will analyze some 
of Behn's plays in which cross-dressing figures prominently. In the 
early plays, The Dutch Lover and The Rover, the cross dressed women 
do move the plot along and their actions contribute to the successful 
resolutions of their problems: they marry the men they choose.
Hippolyta in The Dutch Lover dons sword and garb like her betrothed
16
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(Alonzo) in order to avenge her own ruination. Hellena in Tne Rcver 
dons men's clothes in order to flirt with the prostitute Angelica Bianca 
and to make an arcrument with Willmore, the Rover, on her own behalt. 
Ariadne dresses as a man to come between Willmore and LaNuche in The 
Second Part of the Rover but she does not appreciably increase her 
chances of ''catching" Willmore, although she does make a good match 
with Beaumond. The most outspoken whores are Angellica Bianca and 
LaNuche in The, Rover and The Second Part of the Royer. Willmore in 
both plays often plavs the part or the whore ana rails acair.st the 
economic system which helps him to stay poor; vet he accepts monev 
from women for sexual favors. Willmore chooses the "crood airl” in The 
Rover and the whore in The, Second Part of the Rover. I will also 
analyze other whore figures as well. The structures or these olavs. 
including closure, also require some analysis. Behn moves from a verv 
familiar closed ending for The Dutch Lover to a verv equivocal, open 
ending for The_ Second Part of the Rover.
There is very little research available about breeches roles in 
the Restoration and even less on the figure of the whore in drama. 
Virtually nothing has been done to analyze the stage costumes or 
audience reaction to the costumes. Lily Campbell's "A History of 
Costuming on the Encrlish Stacre Between 1660 ar>d 1323" is a verv 
thorouah search throuah the literature of the penod. She lists the 
traditional costume for tragedy for men ana. women. She also teils 
anecdotes about the women who wore the costumes. But she savs 
nothing about the costumes of breeches roles. James Laver's Costume 
in the Theatre. Diana DeMarley's Costum_e on the Stage 1600-1940 and
17
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Theodore Komisarjevsky's The Costume of the Theatre were also dis­
appointing. Though well researched, they lack details. If five impor­
tant costume writers do not discuss this important costume issue of the 
Restoration stage, extant materials likely do not exist. Laver worked 
with costumes at the Victoria and Albert Museum and Diana DeMarley 
worked with the Costume Institute in London. I suspect if these two 
don't discuss breeches roles, there is nothing on the topic. Other 
costume books, such as and Laver's do not touch on stage costume, 
but discuss fashionable clothing of the period.
Allison Lurie's The Language of Clothes is the most recent study 
of the function of clothing in the creation of sexual difference, though 
it has no information on historical costume. Anne Hollander's recent 
Sex and Suits begins the theorize the relationships between clothing, 
gender and power, but she discusses mainstream fashion of the period, 
not stage costume or renegade transvestites.
Somewhere between the costumes and the history of transvestism 
are a few studies which look directly at the "breeches roles." Pat 
Rogers' "The Breeches Part" investigates the careers of Peg Woffington 
and Charlotte Chark, eighteenth-century actresses for whom "breeches 
roles" were important both on and off the stage. Woffington's roles 
were like those found in most Restoration comedies: flirtatious and
unambiguous. Charke's use of the convention was more disruptive. 
Jacqueline Pearson includes several sections in The Prostituted Muse 
which explore the popularity of the "breeches roles" and the phenome­
non of the female transvestite in the plays of this period. Lesley 
Ferris addresses the Restoration and eighteenth century convention in
18
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convention in the chapter "Women Acting Men" in Acting .Women and in 
her introduction to her collection Crossing .the Staqe .
Stephen Orael’s "Nobodv’s Perfect”. Stephen Greenback's "Fiction 
and Friction," Jean E. Howard's "Cross-dressma. the Theatre and 
Gender Struggle in Early Modern England." and Mariorie Garber’s 
monumental Vested ^ Interests explore the phenomenon of boy actresses 
on the Elizabethan stage and relate this practice to Elizabethan cul­
ture. All four suggest a crisis of categories- But these studies 
describe Renaissance England, not the Enaland after the Restoration. 
They do point out. however, some of the variables that might be 
transformed by these political disruptions and might form the frame­
work for Behn's plays.
Studies of Restoration drama have not explored cultural criticism 
until only recently. There are non-theatrical studies of performance 
practice as well as those which integrate performance practice and 
theory. Paula R. Backscheider's Spectacular Politics is the best 
cultural overview of the Restoration in terms of Charles II's consolida­
tion of political power by visible spectacle, inciudiner theatre. Antonia 
Fraser's The .Weaker. Vessel is a good introduction to tne changing role 
of women during the time, including actresses. Susan Staves' Player’s 
Scepters explores ideas about authority in the Restoration.
Elizabeth Howe's The First English Actresses: Women and Drama 
1660-1700 traces the changes and trends in Restoration drama through 
the personalities and talents of the lading actresses of the day. Most 
of her comments about "breeches roles" focus on Susannah Montfort, 
who most often played these roles in the early Restoration. Howe
19
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
includes an invaluable list of the roles of the leading actresses, 
indicating the "breeches roles." John Harold Wilson's All the King's 
Ladies: Actresses of the Restoration is an early and pioneering work 
about these early actresses which includes a chapter entitled “In 
Petticoats and Breeches.” He also includes thorough biographies of 
individual actresses. Thomas King orters a fresh new look at Neii 
Gwynn from a modern critical perspective. Katherine Man? discusses 
the sexual ideology at these eariv actresses.
Severed fairiv recent studies include Aohra Behn amoi g rti- 
classic writers of the Restoration, a position see was denied her m 
earlier overviews of the dramatic literature. Edward Burns- Restoration 
Comedy: Crises of Desire and Identity looks over ail the oomedv or the 
period with chapters on each of the important writers, including Behn. 
Susan Carlson's Women and Comedy positions Aphra Behn's The Luckey 
Chance as a turning point in the way comedy was written about woman. 
Interpreting Ladies by Pat Gill is an overview of the image of women 
on the Restoration stage and situates Behn among Etherege, Wycnerly 
and Congreve as pnmar^ authors c.t this image.
The classic histories of theatre during this nenoa mciune f esbe 
Hotson’s The Commonwealth and Restoration Stage Allardyce Nicnit's 
multivolume A History of English Drama 1660-1900 and the Revei's 
History of Drama in Enolish. The London Theatre World 1660-1600 
contains articles by experts m the field upaating research m Res_ora- 
tion theatrical practice such as audience composition and management 
practices. The London Stage, edited by William Van Lennep, is an 
invaluable tool for cast lists and primary references. The calendar
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format and excellent index make it possible to verify details effortlessly 
and to discover trends in theatrical seasons. A Biographical Dictionary 
of Actors. Actresses. Musicians. Dancers and Other Stage Personnel in 
London. 1660-1800 is another kind of encyclopedia with easy-to-access 
biographical information about the players. Unfortunately, it lacks the 
gossipy format in which Wilson's All The Kina's Ladies excels. Wilson 
is much better at offering ideas about how the ladies were regarded 
by the play-going public, their reputations on stage and off. The 
standard Dictionary of National Biography was an unexpectedly rich 
source of this gossipy material.
Modern cross dressing has been a popular topic in the 1990's. 
Much of this information was gay oriented, male oriented and helped to 
develop what is now known as "queer theory." Because of the 
heterosexual underpinnings of my study, these have not been very 
useful. Anne Kuhn's "Sexual Disguise and the Cinema" is my favorite 
statement of cross dressing in performance. Corinne Sawyer's "Men in 
Skirts and Women in Trousers" links comedy with power in cross 
dressed images and discusses the problem of power imbalance when 
women dress as men. These theorists and others (Marjorie Garber's 
Vested Interests and Lesley Ferris’s collection Crossing the Stage rely 
heavily on that which is visible, that which is seen and contrast it 
with that which is essential and unseen (a female body covered by 
male trousers). The Restoration theatre was a world of visual display, 
with the first attempts at stage lighting, glittering costumes and 
beautiful men and women. Power was made manifest, if only in visual 
signs and symbols. Feminist film theory concerning the act of looking
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at women's bodies (theorists like Laura Mulvey as well as Kuhn, Garber 
and Sawyer) her: an important place in theorizing the female body in 
male garments on the Restoration stage. John Berger's Ways of Seeing 
covers the same territory as Mulvy in theorizing the male gaze, but 
utilizes Western's civilizations great paintings rather than film.
The works of Luce Irigaray in opposition to the statements of 
Claude Levi-Strauss form the cornerstone of any discussion of the 
sexual economics which underly all my ideas about Aphra Behn's feisty 
heroines on the stage. The female theorists stress the economics of 
women as objects within the patriarchy and provide models for analy­
sis.
Much has been written about Aphra Behn. Her presence as a 
writer has become a focal point for women scholars who study this 
period, but very few of her plays have been studied and analyzed 
critically. Three important biographies include The Passionate Shep­
herdess by Maureen Duffy, Reconstructing Aphra: A Social Biography
of Aphra Behn by Angeline Goreau. All do a good job of correlating 
Behn's life to her plays. When I began this project, the only complete 
collection of Behn's work was that of Montegut Summers which was 
compiled in 1915. Janet Todd edited a complete new and authoritative 
edition which began publication in 1992, including some plays which 
had not been collected before. Of these plays, I have selected The 
Dutch Lover, The Rover and The Second Part of the Rover for analysis. 
Were there more time, I would also include The Feign'd Curtizans, The 
Luckey Chance and The Widow Ranter. The Feign'd Curtizans was 
produced in between the two Rover plays, but it contains so much
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humor in the subplot, it became difficult to uncover the importance of 
the cross dressing and the sexual economics. The Widow Ranter is 
outside the classic comedy and the intrigue comedy traditions, with an 
older heroine and an American setting.
There are many excellent essays on Behn and her plays. Three 
important collections which include analysis of more obscure plays are 
Rereading Aphra Behn edited by Heidi Hutner, Hnrtain r.all.q: British
and American Women and the Theatre. 1660-1820. and Susan Carlson's 
Women and Comedy: Rewriting the British Theatrical Tradition. Many
other essays exist, but none really address the "breeches roles” and 
their relation to Behn's plays. Janet Todd's excellent edition of Behn's 
Works makes for an easier analysis. Theories of cross-dressing, sexual 
economics and "the gaze" will help to focus the work.
This study is significant because of the current interest in 
cultured studies and the relationship of the culture of a moment to the 
literature of that same time and place. There is very little on the 
cultural history and implications of money, the history of capitalism 
during the Restoration. Behn's plays have never really been studied 
in terms of sexual economics, or in terms of the language of money, 
except perhaps by Mark Lussier. Lussier studies the language of 
money within Behn's plays, but completely ignores woman as subject or 
consumer. He only sees the figure of woman as the object of desire or 
commodity. If he doesn't recognize woman as consumer, he certainly 
cannot see the male figure as object of desire. Behn is specific in her 
use of the cross dressed figure and the whore (both figures outside
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the patriarchal economy) to circumvent the patriarchal system. Lussier
Lussier certainly doesn't see Behn's utopia or the female consumer 
acting within it. It is important to see how Behn uses the language 
of money to make clear all the implications of the women as commodities 
exchanged among men in a male sexual economy. It also is important to 
see that same language used to make clear the implications of women as 
consumers in a utopian feminist economy. For the feminist theatre 
practicioner, Behn's successful methods, using dramatic structure, 
specific characters, casting and humor are worth studying if only for 
modern duplication. Aphra Behn used the same characters, language, 
actors and theories to create several very different comedies, this in 
itself is important to the world of theatre.
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CHAPTER 2 
THE DUTCH LOVER 
Exchange i s  both th e  su b je c t  and the s tru c tu re  of t h is  
f i r s t  p lay  o f Behn's s e r ie s  o f in tr ig u e  com edies. Love i s  
merely a human c o n d itio n  which fu e ls  the exchange. In some 
ways, The Dutch Lover dem onstrates th e th e o r ie s  of Claude 
L e v i-S tr a u ss , who f i r s t  d escr ib ed  the concept of sexu al 
exchange as a r e la t io n s h ip  between men, w ith  th e woman 
serv in g  sim ply as th e  o b jec t to  be exchanged. And c h ie f  
among th ose  exchanged o b je c ts  in  The Dutch Lover i s  
H ippolyta , who p lays both th e whore and the cro ss  d ressed  
woman. At th e  very l a s t  moments of the p la y , the p a tr ia r ­
chal f ig u r e s  p resen t th e  male lead s w ith  the women who have 
become o b je c ts  of d e s ir e .  The women are exchanged from one 
fam ily  to  an oth er. Behn a ls o  dram atizes to  other common 
d e f in i t io n s  o f "exchange" — "to g iv e  and r e c e iv e  r e c ip r o ­
c a lly "  and r e fe r s  " c h ie f ly  o f co in : to  be rece iv ed  as an
eq u iv a len t fo r ."  ( Oxford E n g lish  D ic tio n a r y ) The Dutch 
Lover rev erb era tes  w ith  a l l  o f th e se  meanings, cu lm inating  
f in a l l y  w ith  an o n -sta g e  masquerade which i s  a metonymic 
exchange of woman fo r  man, th a t i s  a woman not only im per­
so n a tes  a man, but becomes one, perform ing the m asculine  
r o le  in  d efen se  o f fem ale and fam ily  honor. In doing so  
Behn c r e a te s  new meanings fo r  both gender and s e l f .  This 
play becomes a tem plate to  which the other p lays can be 
compared. In i t  are a l l  them es, ch aracters and trop es th a t
25
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
make Behn's in tr ig u e  p lays so  d e l ig h t f u l ,  y e t so  c r i t i c a l  
of th e  p r e v a ilin g  p a tr ia rch y .
The Dutch Lover: A Comedy was produced by th e  Duke's 
Company on February 6, 1673 a t th e  new Dorset Garden p la y ­
house. The p lay  was not w e ll r e c e iv e d  (5: 158) and Behn 
launched an a tta ck  a g a in st  th e  aud ience and the p la y ers  
w ith  "An E p is t le  to  th e  Reader" which was p r in ted  w ith  th e  
s c r ip t  (5 : 1 5 9 ). Behn blamed th e poor recep tion  on bad 
a c t in g , in e f f e c t i v e  costum es and th e  p reju d ice  o f th e fops  
in  th e  aud ience a g a in s t  a woman w r ite r . The p lo t  was too  
complex fo r  th e  f l i r t a t i o u s ,  ch a tty  R esto ra tio n  audience to  
fo llo w  e a s i l y .  Behn excu ses th e  complex p lo t  in  her "Epis­
t le "  w ith : "the P lo t  being b u s ie  (though I th in k  not i n t r i ­
c a te )  and so  req u ir in g  co n tin u a l a tte n tio n "  (5: 1 63 ). But 
th e audience d id  not come to  th e  playhouse to  d evote  "con­
t in u a l a tte n tio n "  to  the s ta g e  and any p lo t  th a t con fu ses  
four cou p les  w ith  d iz z y in g  speed  i s  in t r ic a t e  and busy as 
w ell as d i f f i c u l t  to  fo llo w .
In s p i t e  o f her sta tem en ts th a t  th e  p lay was not 
f a u lty ,  Behn learned  from t h is  exp erien ce  and would e l im i­
n ate  cou p les from her p lo ts  throughout her ca re er . The 
Rover b a lan ces two main cou p les  and a very p erip h era l th ir d  
cou p le . The Second Part of th e  Rover fea tu res  on ly two 
co u p les . Part o f  th is  complex p lo t t in g  can be a ttr ib u te d  
to  th e  so u rce , Don F e n is e . which was published  as The 
h is to r y  o f Don F e n ise . A New Romance. W ritten in  Spanish
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by F ran cisco  De la s-C o v era s . And now E n glish ed  by A Person  
of Honor in  1651 (5 : 1 58 ). Las Coveras d id  not e x i s t ,  but 
th e work was a scr ib ed  to  F ran cisco  de Quintana (5: 1 5 8 ). 
Quintana w rote se v e r a l c o l le c t io n s  o f  s t o r i e s  formed in to  
n o v e ls . Behn u ses  sev era l o f  th e in te r l in k e d  and embedded 
sh ort s t o r ie s  which com prise Don F in is e  (5 : 1 58 ).
A ll o f th e  lo v e r s  in  th e s e  p la y s  bargain  w ith  each  
o th er , alm ost as a way o f f l i r t a t i o n .  T his b argain ing  
seems co lo red  by gender and s e x u a l ity  - -  women are equated  
w ith w ealth  as w e ll as sexu a l p lea su re  and men are equated  
in  th e same way. In t h is  p la y , most o f th e  women do have 
the fo rtu n es  and th ey  a lso  o f f e r  beauty and w it . U nlike  
L e v i-S tr a u ss ' s d e f in i t io n  o f  exchange, where women are on ly  
the o b jec t o f th e  exchange, Behn o f f e r s  her audience a 
u top ia  where men and women are  l i t e r a l l y  exchanged and thus 
become s u b je c ts  ra th er  than o b je c ts  o f exchange. This i s  
e s p e c ia l ly  tru e  o f H ippolyta  and another stro n g  woman, 
Euphemia. In t h i s  p la y , women and men are eq u a l, ex ­
changeable and in terch a n g ea b le .
Behn o f f e r s  t h i s  r a d ic a l u top ia  in  th e  m idst o f the  
R esto ra tio n  o f th e  male monarchy by c r e a t in g  in  th e se  p lays  
a c a lc u la te d  s tr u c tu r e  o f gender v a lu a t io n  and equation  
sandwiched between scen es o f  p a tr ia rc h a l exchange o f women 
as L ev i-S tra u ss  d e fin ed  exchange The p la y  i s  l ik e  an Oreo 
cook ie  w ith  th e  good s t u f f  in  th e m iddle: the cen ter  i s
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marked by eq u a lly  v a lu a b le  men and women n e g o tia t in g  th e ir  
own ex ch a n g es .
The p lay  begin s w ith  two f r ie n d s ,  Alonzo and L ovis, 
d is c u s s in g  arranged m arriages in  th e  language of b u sin ess . 
Lovis a sk s i f  A lon zo's b etro th ed  " w ill  . . . recompense the  
F o lly  [ o f  matrimony]" (5 : 1 6 5 ). Alonzo r e p l ie s  th at the  
recompense w i l l  not come from th e  woman, but from her 
fam ily:
I co n sid er  my Advantage in  b e in g  a l l i e d  to  so  co n sid ­
e r a b le  a Man as Ambrosio, her fa th e r ;  I being now so  
unhappy as not to  know my B ir th  or P aren ts. (5: 165- 
166) .
The p lay  ends in  th e  s t y l e  o f c l a s s i c  comedy w ith  
m u ltip le  weddings; a l l  th e  lea d in g  ch a ra cters  marry as do 
the minor ch a r a c te r s . Behn retu rn s to  th e  s ta tu s  quo (as  
must a l l  t r a d it io n a l  com edies e v e n tu a lly )  and to  the L ev i-  
S trau ss d e f in i t io n  o f exchange as kinsmen hand over th ree  
b rid es to  th e ir  fu tu re husbands in  l i t e r a l  exchanges be­
tween men. The fou rth  coup le marry w ithout fam ily  in t e r ­
v e n tio n , but once wed, they  are welcomed back in to  the  
fo ld . Two women do marry men o f t h e ir  own and not th e ir  
fa m ily 's  ch oosin g . But as in  c l a s s i c a l  comedy, th ere are  
se v e r a l d is c o v e r ie s  of tru e  i d e n t i t i e s  and a l l  the men and 
women make happy and p r o f ita b le  m atches.
W ithin th e  cen tra l p o rtio n  o f th e  p la y , Behn exp lores  
meanings of exchange which are n ot p art of L e v i-S tr a u ss ' s 
sexu al econom ic w orld, but o f f e r  a lt e r n a t iv e s  to  Luce 
I r ig a r a y 's  a ll - f e m a le  u n iv e r se . I r ig a r a y 's  essays ''Women
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on the Market" and "Commodities Among Themselves" condemn 
th e p a tr ia r c h a l in s t i t u t io n  o f women as commodities and ask  
th e q u e s tio n , "what i f  th e se  'com m odities' refu sed  to  go to  
'm arket'" (Commodities 1 9 6 ), what i f  women them selves  
choose a world w ithout men, i . e .  a le sb ia n  world? Behn 
asks the c o r r e la t iv e  but h eterosexu a l q u estion  "What i f  the  
com m odities went shopping them selves?" Laura Brown's 
form u lation  o f the f ig u r e  o f woman in  a m ercan tile  economy 
as both commodity and consumer a ls o  answers the q u estio n  as 
does Marc S h e ll in  h is  in tr o d u c tio n  to  Money and Language 
quoting an ea r ly  modern Jew ish say in g  about the market and 
com m odities: " a ll wares acq u ire  each other" (2 ) .
Behn a ls o  uses the f ig u r e s  of the cross  d ressed  woman 
and th e whore to  foreground th e concept o f woman as a 
commodity. The exchange o f u to p ia  fo r  p atriarchy  and back 
again  marks a s tru c tu ra l tran sform ation  in  the way t h is  
play  can be read and i s  a ls o  marked by the tran sform ation  
of the women. The cen tra l u top ian  p ortion  of the p lay  i s  
marked a t th e  beginning and end by curious back-to-back  
tw o-scene con fu sion s of f a n t a s t i c a l ly  d isg u ise d  women, 
alm ost as though the p resen ce o f women changes ev ery th in g , 
even i f  the women are not "real"  and mere fa n ta s ie s .  I t  i s  
not th e  presen ce of a women th a t Behn i s  u s in g , but th e  
s p e c ta c le  of "woman." Behn u ses the ch aracter of H ippolyta  
p a r t ic u la r ly  to  embody th e  id ea  of women for  s a le  and esp e­
c i a l l y  women d isp la y ed  fo r  s a l e .  Not only i s  H ippolyta
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su pp osed ly  a whore and co n stru c ted  a s  a woman fo r  s a l e ,  but 
she a ls o  wears b reech es.
Behn a ls o  disarm s th e  s t in g  o f h er s o c ie t a l  c r i t ic is m  
w ith  humor. Haunce van Ezel i s  th e  Dutch lo v er  and he i s  a 
f o o l .  But i s  so  su re  o f h im se lf  th a t  he equates h im se lf  
w ith  h is  w ealth  and h is  a b i l i t y  to  wheel and deal in  the  
money m arkets. The woman h is  fam ily  has arranged fo r  him to  
marry (Euphemia) runs r in g s  around him and d estro y s  h is  
sen se  of th e c e r ta in ty  o f h is  id e n t i t y .  There i s  a funny 
moment when he i s  not su re  who he i s .  There i s  a ls o  anoth­
er moment when two o th er  ch a ra cters  stan d  on s ta g e  d ressed  
e x a c t ly  l ik e  him. With Haunce as th e  cen ter  of th e id e n t i ­
ty  problem , Behn d e s t a b i l i z e s  a l l  i d e n t i t i e s  based on 
s o c ia l  markers. The fa c t  th a t he i s  Dutch a lso  makes th e  
humor very  p o l i t i c a l .
I t  i s  u n fortu n ate th a t th e  c a s t  l i s t  fo r  The Dutch 
Lover was not p u b lish ed  w ith  the s c r ip t  and has never been  
recovered . In her o th er  p la y s Behn used  her c a s t in g  c h o ic ­
es to  enhance the dram atic e f f e c t s  o f  tech n iq u es l ik e  p lay  
s tr u c tu r e , humor and her u se o f th e  language o f tra d in g .
In her la t e r  p la y s , Behn was b le s s e d  w ith  b r i l l i a n t  in t e r ­
p r e te r s  o f her ch aracters  and i t  would be in t e r e s t in g  to  
se e  i f  th e  fa i lu r e  o f t h is  p lay  was due to  the te x t  or th e  
a c tin g  or both . For th e  purpose o f  t h i s  stu d y , i t  would be 
im portant to  know i f  H ip polyta  was more l ik e  A n g e llica  
Bianca ( th e  whore) or H ellen a  ( th e  c r o s s  d ressed  g i r l ) .  I t
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would a ls o  be u se fu l to  know which of th e male a c to r s  
p la y in g  M arcel, S i l v i o ,  A lonzo, and L ovis were p recu rsors  
of W illiam  S m ith 's w ild  W illmore or Thomas B e tte r to n 's  
co n sta n t and lo v in g  B e lv i l e .  What we do know i s  th a t th e  
comic Haunce van Ezel was p layed  by Edward Angel (Behn 5: 
5 3 5 ). Behn was very angry w ith  him fo r  h is  a d - l ib s :
My Dutch Lover spoke but l i t t l e  o f what I in ten d ­
ed fo r  him, but su p p ly 'd  i t  w ith  a deal o f id l e  
s t u f f ,  which I was w h olly  unacquainted w ith , t i l l  
I had heard i t  f i r s t  from him. (5 : 163)
The p lay  i s  s e t  in  Madrid in  and around th e household  
of Ambrosio, a nobleman. W hile i t  i s  d i f f i c u l t  to  r e t e l l  
t h is  "busie" p lo t ,  an in tr o d u c tio n  to  th e ch a ra cters  and 
s i t u a t io n s  i s  e s s e n t ia l .  M arcel, Euphemia, H ippolyta  and 
C leonte are Am brosio's c h ild r e n  and S i lv io  i s  h is  bastard  
son who i s  a ls o  p art o f  th e  household . H ip polyta  has run 
away to  marry A ntonio , but has been ruined by him and s e t  
up as a p r o s t i tu t e  in  a house nearby. Marcel i s  e s p e c ia l ly  
s e n s i t iv e  to  th e lo s s  of fam ily  honor w ith  H ip p o ly ta 's  
s i t u a t io n .  But t h is  i s  h y p o c r it ic a l ,  s in c e  he lu s t s  fo r  
h is  own love  C larinda and would have sex  w ith  her and thus 
ruin  h er , to o . S i l v i o ,  th e  bastard  son i s  in  lo v e  w ith  h is  
s i s t e r  C leonte and t h i s  cau ses  no end of unhappiness for  
both . There i s  another fa m ily . Carlo and h is  c h ild r e n  
Lovis and Euphemia. In to  t h is  soap opera come th e t r a v e l ­
e r s ,  Alonzo and Haunce. Haunce i s  b etroth ed  to  Euphemia 
though she abhors th e  id ea  of a forced  m arriage. Alonzo i s
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b etroth ed  to  H ippolyta , which an im p ossib le  s i t u a t io n  s in c e  
H ippolyta  i s  in  love w ith  A ntonio as w ell as being "damaged 
goods."  T ypical of a l l  Behn's p lo t s  are con fu sion s and 
m istaken i d e n t i t i e s .  Even th e  names con sp ire to  co n fu se .
In the end, H ippolyta and A ntonio marry. Euphemia and 
Alonzo make a match. S i lv io  i s  d iscovered  not to  be the  
bastard  son and i s  fr e e  to  lo v e  and marry C leon te . Marcel 
and C larinda can marry a ls o .  Even Haunce and h is  servan t  
Gload are married o f f  to  serv a n ts  of Ambrosio and C arlo .
Early in  the p la y , Euphemia, a headstrong young woman,
se e s  Alonzo in  a church and ch ooses him for  a l i f e  partner  
in  order to  escape an abhorrent arranged m arriage. She i s  
the ch aracter  who "does her own shopping" and acknowledges 
h e r s e lf  as a commodity. She i s  a ls o  the f i r s t  d isg u ise d  
and transform ed woman. Late in  th e f i r s t  a c t ,  her maid 
b rings Alonzo to  a grove where Euphemia appears to  him 
h e a v ily  v e i le d .
They im m ediately begin  to  bargain: he wants to  see
her fa ce  and she r e fu s e s . He counters w ith  " l e t ’s have 
f a ir  Play on both s id e s ,  I ' l l  h id e  noth ing from you" (5: 
173). She q u estion s him, but he s t ic k s  to  th e n e g o t ia t io n  
of e q u a lity :
I can promise n oth ing t i l l  I s e e  my Reward [her  
f a c e ] .  I am a base B a rterer , h e r e 's  one for
t 'o th e r ;  you saw your Man and l ik 'd  him, and i f  I
l ik e  you when I se e  you - -  . (5: 173)
She com plains th a t i f  he does not l ik e  her fa ce  "must a l l
my l ik in g  be c a s t  away?” (5: 1 7 3 ). They n e g o tia te  fu rth er
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and she in tr ig u e s  him w ith  her in t e l l ig e n c e .  She i s  making 
th e  bargain o f her l i f e t im e :  " if  I p o ssess  you, i t  must be 
forever"  (5: 1 7 3 ). He i s  ready to  s e a l the bargain  "For 
ever l e t  i t  be th en . Come, l e t ' s  b egin  on any terms" (5:  
1 7 3 ).
These trad ers in  love  are n e g o t ia t in g  a d e l i c a t e  
d eal - -  a l l  seems to  h inge on th e p h y sica l a t t r a c t iv e n e s s  
of th e  tr a d e r s . Alonzo has been seen  and has h is  worth i s  
com p lete ly  known. Euphemia w i l l  not show her fa c e , w i l l  
not o f fe r  her goods ( fo r  to  have them seen  i s  to  become a 
" pu b lic  woman" and th a t i s  ru in a tio n  to  a young v ir g in ) .  A 
p r e tty  face  or th e prom ise of a p r e tty  face  in  th is  c a se  i s  
much l ik e  v ir g in i t y  - -  to  have i t  i s  im portant, a b arga in ­
in g  ch ip; to  g iv e  i t  away i s  ru in a tio n  and c a n c e ls  a l l  
p o s s i b i l i t y  o f fu tu re  n e g o t ia t io n s . Euphemia must o f f e r  
som ething e l s e  in  stea d : her fam ily  and fo r tu n e . "I am the
s o le  Daughter of a r ic h  P arent, young, and as I am to ld  not 
unhandsom. . ." (5: 1 7 3 ). She e x p la in s  th at she i s  con­
tr a c te d  to a man she does not know, but she "would ra th er  
dye than marry him" (5: 1 73 ). Alonzo on the o th er  hand i s  
a man "that was p e r fe c t ly  agreeable"  to  Euphemia (5: 1 7 4 ). 
Alonzo t e l l s  her th a t he i s  unworthy o f the honor th a t she  
o f f e r s  him, y e t  he i s  s t i l l  wary of commitment: "Will
n oth in g  but Matrimony serv e  your tu rn . Madam?" (5: 1 7 4 ).
He r e a l iz e s  th a t no woman has been so open and
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stra ig h tfo rw a rd  w ith  him, but s t i l l  fe a r s  th e  commitment. 
This i s  a co n fr o n ta tio n  th a t appears in  a l l  o f  th e  in tr ig u e  
p la y s . Behn's fem ale ch a ra cters  are fo r th r ig h t  in  th e ir  
speech  and men are in tr ig u e d  rath er than put o f f  by th a t .  
But ty p ic a l o f a l l  Behn's male c h a r a c te r s , th e s e  young men 
in  t h is  p lay  exp ress  t h is  fe a r  of m arriage becau se o f th e  
lo s s  of freedom i t  e n t a i l s .  In the f i r s t  s c e n e , Lovis and 
Alonzo speak o f matrimony in  terms o f danger. M arcel, 
another c h a r a c te r , r e v e ls  in  th e  promise o f th e  c a p itu la ­
t io n  of h is  lo v e , C larind a , "without th e  cerem onious ty e  of 
Marriage" (5: 169) w h ile  raging  a g a in st th e  man who seduced  
h is  s i s t e r ,  a ls o  w ithout the t i e  of m arriage. Alonzo la t e r  
fumes th a t he must g iv e  up " d e lic io u s  w horing, d rin k in g  and 
f ig h t in g  and be condemn'd to  a d u ll honest Wife" (5 : 1 9 4 ). 
Women r a i l  a g a in s t  matrimony as w e ll .  O linda, Euphemia*s 
maid r e i t e r a t e s  A lon zo 's  d i s t a s t e  fo r  m arriage:
This marrying I do not l ik e ;  ' t i s  l ik e  go in g  on a 
long Voyage to  Sea, where a f te r  a w h ile  even th e  
Calms are d is t a s t e f u l  dangerous; one seldom  se e s  
a new O b ject, ' t i s  s t i l l  a deal of Sea, Sea;
Husband, Husband, every day - -  ' t i l  o n e 's  q u ite  
c lo y 'd  w ith  i t .  (5: 209)
D esp ite  any o th e r 's  d i s t a s t e  fo r  m arriage, Euphemia 
plunges forward. She may not l ik e  m arriage, but she must 
p r o te c t  h e r s e l f  from an in ap p rop ria te  arranged m arriage.
She fe ig n s  a swoon and low ers her v e i l ;  she shows Alonzo  
her fa c e . He i s  enraptured and excla im s " it  changes the  
nature in  me" (5: 1 7 4 ). He con tin u es: "you have robb'd me
o f my n a t iv e  Humour" (5: 1 7 5 ). I f  a woman's v ir g in i t y  i s
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her u lt im a te  trump card in  th e  p h y s ic a l s e n se , then showing 
her fa c e  i s  Euphemia*s trump card in  th e se  n e g o t ia t io n s ,  
but i t  a ls o  le a v e s  her v u ln era b le . They have both been  
h o n e st, but th ey  have a lso  reached an im passe and Euphemia 
o f f e r s  to  meet him la t e r .  This encounter s e t s  the tone fo r  
much o f th e  n e g o t ia t io n s  throughout th e  p la y . Euphemia 
must o f f e r  both beauty , fortu n e and fam ily  con n ection s  
w h ile  Alonzo o f f e r s  noth ing more than h is  a t t r a c t iv e  person  
and the lo s s  o f h is  freedom. A c tu a lly  he a ls o  o f fe r s  
Euphemia san ctuary from an arranged m arriage. Unmentioned 
in  t h is  n e g o t ia t io n  i s  Euphemia*s v ir g in i t y  and honor and 
A lon zo 's  sexu a l ex p er ien ce , honor and courage in  b a t t le ,  
th e se  are a c tu a lly  g iv e n s . To n e g o t ia te  w ithout th ese  
a lread y  acknowledged would be im p o ss ib le . Yet w ith  a l l  
th e se  n e g o t ia t io n s  and the n e g o t ia t io n s  between the other  
lo v e r s , lo v e  i s  not r e a l ly  m entioned. Everyone seems to  be 
n e g o t ia t in g  a b e t te r  d e a l, a l e s s  o f fe n s iv e  match. Only 
S i lv io  and C leon te seem to  be tr u ly  in  lo v e .
In a second scene of u n v e ilin g  and d iscovery  in  the  
second a c t ,  Euphemia i s  s ta y in g  w ith  H ippolyta who has been 
s e t  up by her lo v e r  Antonio to  appear as a V enetian co u r te ­
san . Euphemia i s  v e i le d  again  in  order to  meet s e c r e t ly  
w ith  A lonzo. H ippolyta*s broth er Marcel en ters  and assumes 
th a t th e  v e i le d  woman i s  h is  "poor lo s t  H ippolyta” who has 
been debauched by A ntonio. The fam ily  honor i s  a t s ta k e  
and Marcel th rea ten s  to  k i l l  h is  s i s t e r  and A ntonio, but
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Alonzo en ters  and c h a lle n g e s  Marcel because he th in k s that 
Marcel i s  th rea ten in g  " h is” Euphemia. Marcel a tta ck s  
Euphemia and her v e i l  drops y e t  aga in . At th a t moment, 
H ippolyta e n ter s  "drest l ik e  a Curtezan" (5: 1 7 9 ). The 
whole scen e s to p s  in  what f ilm  c r i t i c s  c a l l  an e x tr a -d ie g ic  
moment, a moment when one n a rra tiv e  breaks and another can 
be seen  through th e break. For a moment Behn has shown the 
audience and th e  male ch aracters  "woman" d isp layed  for  
s a le .  Euphemia has dropped her v e i l  and revea led  h e r s e lf  
and H ippolyta has revea led  h e r s e lf  as a whore. In th a t  
moment, H ippolyta  and Euphemia, form erly m istaken fo r  each 
o th er , are both rev ea led  as d i s t in c t ly  d if f e r e n t  women, yet 
they are both suddenly d isp la y ed  and vu ln erab le . The men 
respond to  the moment in  a way th at helps the audience  
understand what Behn i s  try in g  to  make c le a r . L ovis says 
"I know not the meaning of a l l  th is"  (5: 17 9) and Marcel 
admits " I 'v e  lo s t  th e  power of s tr ik in g  where I ought, 
s in c e  my m isguided hand so la t e ly  err'd" (5: 1 79 ). In that 
moment both women seem a t th e same time ta in te d  and exoner­
ated .
A fter  t h is  en counter, Behn's use of the exchange of 
b odies (a c tu a lly  d is g u is e  and m isunderstanding) moves from 
f l i r t a t io u s  n e g o t ia t io n  and in ad verten t con fu sion s of 
id e n t i t i e s  among women to  planned m isrep resen ta tion s of 
both th e  men and women. In stead  of using words to  express
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exchange, Behn b eg in s  to  use im personation  in  her dram ati­
z a tio n  o f the l i v e s  of th e se  lo v e r /n e g o t ia to r s .
D ir e c tly  a f t e r  Euphemia drops her v e i l  and H ip polyta  
appears, Euphemia asks Alonzo to  im personate her b etro th ed  
Haunce van Ezel w ith  her fa th e r  to  secu re  her m arriage to  
him. She g iv e s  him l e t t e r s  from her fa th e r  to  Haunce which 
he i s  to  p resen t to  her fa th e r  to  prove th a t he i s  th e  
husband d estin ed  fo r  Euphemia. As fa r - fe tc h e d  as t h i s  plan  
seem s, i t  i s  a workable one s in c e  her fa th e r  has n ever seen  
Haunce. I f  Euphemia and Alonzo marry b efore  Haunce a r ­
r iv e s ,  she w il l  be spared th e  d is t a s t e f u l  m arriage. This 
p a tr ia rch  arranges m arriages based on fo r tu n e s , n o t on the  
va lu e of the in d iv id u a ls .  And i f  the va lu e  and th e  looks  
are somehow not r e a l ly  eq u a l, then the a u th o r it ie s  are  
e a s i ly  fo o le d . When men are d efin ed  sim ply by paper (th e  
l e t t e r s  of Haunce to  Euphemia's fa th e r ) ,  th e "law o f th e  
fa th e r ,"  and th o se  can be m isrep resen ted  and c o u n te r fe ite d ,  
then id e n t ity  i s  jeop ard ized  and the proof of id e n t i t y  i s  
d e s ta b i l iz e d . When Alonzo h e s i t a t e s ,  Euphemia o f f e r s  "I 
g iv e  a C redit where I g iv e  a H eart. Go in q u ire  my B irth  
and Fortune: as fo r  you, I am con ten t w ith  what I s e e
about you" (5: 1 8 0 ). In her v a lu a tio n  o f h e r s e l f  i s  a 
d e f in it io n  of s e l f .  A gain, Behn seems to  be sa y in g  th a t  
women must bring s ta tu s  and fortu n e to  th e  b arga in in g  
t a b le ,  but men sim p ly  b ring  th em selv es. Women ch oose  
alm ost w h im sica lly , i n t u i t i v e l y .  As o f te n  as Euphemia
37
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
d e fin e s  h e r s e lf  in  terms o f her d e s ir a b i l i t y  to  men ( s t a ­
tu s , w ealth  and b ea u ty ), Alonzo d e f in e s  h im se lf to  another  
woman as "a wanderer; a poor lo s t  th in g , th at none w i l l  own 
or p ity"  (5: 1 8 8 ) . A gain, Behn's u top ia  c e le b r a te s  th e  
fem inine "natural" va lu e in  exchange, but condemns th e  
c u ltu r a l ly  manufactured va lu e (a  p a tr ia rc h a l c o n s tr u c t ) .
This m eeting o f Alonzo as Haunce (d r e s t  r id ic u lo u s ly  
(5: 191)) and Euphemia's fa th er  Carlo i s  very funny. I t  i s  
purely L ev i-S tra u ss  as Carlo and Alonzo n e g o t ia te  Euphemi- 
a 's  marriage w h ile  she stands by p a s s iv e ly .  I t  i s  of 
cou rse , ir o n ic ,  because the p a ss iv e  seeming Euphemia has 
masterminded th e  whole p lo t .  But Alonzo p lays th e fo o l too  
w e ll , and Carlo concludes "Why should  i t  be sa id  th a t I 
ru in 'd  a c h ild  to  s a t i s f i e  my a p p e t ite  of r ich es?"  (5 194) 
and fo rb id s  th e  m arriage. This i s  rem in iscen t of the b est  
of American s i t u a t io n  com edies: Lucy and Ethel p lanning  
some im p o ssib le  scheme which o f co u rse , b a c k f ir e s .
The n a r r a t iv e  turns se r io u s  aga in  in  a scen e between  
H ippolyta and her lover  A ntonio. He has seduced her and 
ruined her fo r  a regu lar  marriage (sh e  was b etro th ed  to  
Alonzo) and has not paid her "back one s ig h , or sm ile"  (5: 
200) fo r  a l l  th a t  she has g iv e n . When he m entions th a t he 
has s e t  her up as a p r o s t i t u t e ,  he rudely asks her th e  
p r ic e  o f her lo v e . She answers "Thy l i f e ;  he th a t d u rst  
say Antonio l i v e s  no more should  have p o sse s t  me g r a t is"
(5: 200 ). That i s  her honor i s  equated w ith  h is  l i f e  and
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the only recompense to  her shame i s  h is  d eath . Behn's view  
of th e  e q u a lity  of men and women turns b ib l i c a l  w ith  th is  
"eye for  an eye" eq u ation . H ippolyta  f e e l s  l ik e  her l i f e  
i s  w o r th le ss , and the on ly  recompense i s  to  render An­
to n io 's  eq u a lly  so . Not on ly  does she want him dead, but 
she w i l l  reward any man who does th e deed w ith  her own l i f e  
and body. She i s  w i l l in g  to  pay d early  fo r  the l i f e  which 
has ruined her own. G iving her favors away to  A n ton io 's  
murderer ups the a n te , fo r  in  g iv in g  h e r s e lf  away, she i s  
g iv in g  away som ething th a t on ly  Antonio can enjoy or con­
t r o l  .
Haunce von Ezel i s  a ls o  part o f H ip p o ly ta 's  s to r y .
His entrance fo llo w s A lo n zo 's  im personation  and i t  i s  
d i f f i c u l t  to  imagine which would be the more obnoxious or 
d i f f i c u l t  to  l iv e  w ith: Haunce or Alonzo as Faux Haunce.
Yet Haunce happens upon t h i s  co n fro n ta tio n  between Hip­
p o ly ta  and Antonio and p r o te c ts  H ippolyta from A n ton io 's  
rage. When Haunce f in a l l y  v i s i t s  Euphemia and her fa th er  
C arlo , he i s  welcomed, though the household has met only  
h is  mirror image in  A lon zo 's  im personation . This lead s to  
a co n fro n ta tio n  of the co n fu sio n  of id e n t ity :
Haunce: Why, ha ha, who th e pox am I?
Servant: You, S ir ,  why who should  you be?
Haunce: Who should I be? Why who should  I be? (5: 
207}
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When con fronted  w ith  a s i tu a t io n  where everyone knows him, 
y et he knows no one or how they know him, he b lu f f s  as w ell 
as a fo o l can. Imagine Lucy and E thel tr y in g  to  ta lk  th e ir  
way out o f a d i f f i c u l t  s i tu a t io n  which they  do n ot com­
p le t e ly  understand, but know enough to  try  to  g e t out as 
q u ick ly  as they can. And when Euphemia asks who he i s ,  he 
does not answer her d ir e c t ly ,  but r e p l ie s  " th e r e 's  not a 
c h ild  thus h igh  in  a l l  your Fathers House would have ask t 
me so  sim ple a qu estion "  (5: 207). The mind of th e  au d i­
ence remembers Alonzo as Faux Haunce p la y in g  th e fo o l fo r  
Carlo w h ile  ask in g  for  Euphemia's hand in  m arriage and 
superim poses i t  on th e  rea l Haunce who i s  doubly f o o l i s h  - -  
a fo o l in  h is  own r ig h t and being made a fo o l o f by Euphe­
mia and A lonzo. He gath ers h is  w its  in  t h is  con fu sin g  
s i t u a t io n  and when confronted  aga in , Haunce o f fe r s  "here 
are my B i l l s  o f Exchange w ith my own n atu ra l name to  them, 
i f  you can read w r itten  hand--" (5: 2 1 0 ), equating  h is  
id e n t i t y  w ith  h is  money. In th is  one o ff-h an d  comment (" if  
you can read w r itte n  hand - - " ) ,  Haunce a lig n s  h im se lf w ith  
the men of th e fam ily  (and s o c ie t a l  power) and d ism isse s  
Euphemia com p lete ly . Women were not g e n e r a lly  taught to  
read or w r ite , so  w r itte n  communication (even  B i l l s  of 
Exchange which amounted to  a guarantee o f cash  and c r e d it )  
were o f in t e r e s t  to  men o n ly . He i s  a ls o  s t a t in g  th a t  
Euphemia i s  (a s L ev i-S tra u ss ex p la in ed ) n ot part o f bar­
g a in in g  p r o c e ss . Even i f  she w ishes to  b e , Haunce w i l l  not
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a llow  her to  be p art  of  th e  p r o c e s s .  He has changed quick­
ly  from uncomfortable t o  d i s m i s s i v e  and demeaning. When 
Euphemia t e l l s  him th a t  "I heard you were th e  most i n c o r r i ­
g i b l e  f o o l ,  the  most i n t o l e r a b l e  fop" (5: 2 1 1 ) ,  Haunce 
counters  with  "I am counted as p r e t t y  a Merchant as any 
walks the change; can w r i t e  a very p la in  hand, and c a s t  
account as w ell  (5: 2 1 1 ) .  By showing her h i s  papers,
by id e n t i f y i n g  h im se l f  w ith  h i s  "pla in  hand," he i s  proving  
h i s  i d e n t i t y  and a l s o  proving  h im se l f  as a part  o f  the  
world of power, the  world o f  men. E a r l ie r  both Euphemia 
and Hippolyta  i d e n t i f i e d  them selves  with t h e i r  b o d ie s .  
Haunce can only be "real"  when he has papers to  i d e n t i f y  
h im se lf  according to  th e  laws of  men. Yet Euphemia has 
already used th e se  i d e n t i f y i n g  papers for  her own good when 
she g iv e s  Haunce's l e t t e r s  to  Alonzo to in s u r e  a b e l i e v a b le  
impersonation. The d i s t a n c e  between a man and i s  i d e n t i f y ­
ing  papers i s  a la r g e  and treacherous  gap and one that  
Euphemia and Hippolyta  escap e  by t h e i r  more e s s e n t i a l  
i d e n t i t y  v a lu a t io n s .  Their  looks are t h e i r  v a lu e .
Behn d e s t a b i l i z e s  th e  l in k s  among i d e n t i t y ,  va lue and 
v a lu a t io n .  Haunce th in k s  th a t  h i s  r ep u ta t ion  in  the mar­
k e tp la c e ,  h i s  a b i l i t y  to  w r i te  and do math, coupled with  
h is  fortune, are enough t o  o f f s e t  any personal im perfec­
t i o n s .  Yet both Euphemia and her fa th e r .  Carlo ,  va lue  wit  
and manners above fo r tu n e  and c l a s s .  F i n a l ly  Haunce
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th rea ten s  Euphemia with  the  masculine power of that  fortune  
and h ie r a r c h ic a l  p o s i t i o n :  "I s h a l l  have you whether you
w i l l  or no” (5: 211 ) .  Though both men and women are id en ­
t i f i e d  and commodified in  t h i s  marketplace ,  the means of  
e v a lu a t io n  i s  q u i t e  d i f f e r e n t .  Haunce, when confronted  
with  h i s  p o w e r le s sn e s s ,  i s  w i l l i n g  to use h i s  brute male 
s t r e n g t h  (or  bravado) to  ge t  what he wants.  He cannot  
understand th a t  o p p o s i t io n  to  h is  d e s i r e s  may be s tronger  
than h i s  own personal power as w e l l  as the  p a tr iarch a l  and 
s o c i e t a l  power which u n d e r l i e  h i s  power.
The very nex t  scene  i s  one which b e g i n s : "Enter
Hippolyta  d r e s t  l i k e  a man" (5: 213) .  She immediately con­
firms to  th e  audience "Methinks I am not what I was" (5: 
213) which echoes  Bottom's transform ation  in  Midsummer  
N ig h t ' s  Dream. But g iven  the  former scene  of i d e n t i t y  and 
e v a lu a t io n  and her own d e c i s i o n  to  ruin Antonio’s l i f e ,  
t h i s  l i n e  h era lds  a change in  a t t i t u d e  and ac t io n  along  
with  c l o t h i n g  and i d e n t i t y .  She t e l l s  the  audience "my 
sou l  too i s  a l l  man" (5: 213) and she means to be an agent  
of her own d e s t i n y ,  not a bystander or an object  of ex ­
change. She comes to  ch a l le n g e  Antonio and she i s  dressed  
as Alonzo to  whom she was b etro th ed  and the  only man who 
can avenge her s ed u c t io n  and l o s s  of honor. I su sp ect  she  
d r e s s e s  as Alonzo as he d ressed  as Haunce. Haunce i s  
ch a r a c te r iz e d  as a boor ish  a s s ,  but H ip p o ly ta 's  costume 
which should  have been i d e n t i c a l  to  h i s ,  must r e f l e c t
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Euphemia's anger and in t e n t io n  and ye t  a l s o  be appropriate  
fo r  him. But i t  should not make her look l i k e  a f o o l .
Just as the scene  with Euphemia's u n v e i l in g  and H ip po ly ta 's  
appearance stopped the a c t io n  in  the ea r ly  part o f  the  
p la y ,  the appearance of Hippolyta dressed  as Alonzo dressed  
as Haunce s top s  t h i s  scene as w e l l .  Even though the audi­
ence has only the  memory of the  way Haunce and Alonzo look,  
the  e f f e c t  i s  one of a "mise en abym," an i n f i n i t e  mirror  
r e f l e c t i o n  or r e p e t i t i o n  o f  an image. That i s  not only  
does Hippolyta not look l i k e  h e r s e l f ,  but she looks l i k e  
Alonzo who looks l i k e  Haunce. which i s  very funny, but a l s o  
very d i s c o n c e r t in g .
All  through the p lay . Behn has repeated the v a lu a t io n  
m o t if .  Women va lue  themselves  in  terms of honor, w it  and 
s e n s i b i l i t y  and for tu n e ,  but they are valued by men for  
t h e i r  v i r g i n i t y ,  family  connections  and fortunes and most 
importantly  for  t h e i r  beauty.  And women are w i l l i n g  to  
n e g o t ia t e  with a l l  these  a t t r i b u t e s ,  o f f e r in g  fortune and 
w it  and when th a t  d o esn 't  work, upping the  stakes  to  i n ­
clude honor, beauty and sexual p leasure as w e l l .  Men value  
themselves in  terms of honor, a c t io n ,  w it  and for tu n e ,  but 
women value them in  terms of looks and w i t .  Fools and fops  
need not apply.  There i s  very l i t t l e  a man can do to  "up 
the s ta k e s ."  With the appearance of Hippolyta dressed  as a 
man, the s t r u c tu r e  of v a lu a t io n  i s  completely d e s t a b i l i z e d .  
A woman can dress  as a man, ac t  as a man. Can she be a
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man? With the memory of the th ree  people  a l l  dressed  
r i d i c u lo u s ly  to  impersonate a f o o l ,  even t h i s  gender de­
s ta b  1 i  1i z a t i o n  i s  tenuous.  Can Hippolyta  revenge her own 
"ruination"? Is  she r id ic u lo u s  or determined?
I n te r p r e ta t io n  o f  t h i s  moment i s  s u b t l e  and d i f f i c u l t  
and depends com p le te ly  on the in t e r p r e t a t i o n  o f  the  d i r e c ­
tor  and the a c t r e s s .  More than any other  moment in  Behn's  
p la y s ,  t h i s  i l l u s t r a t e s  Annette Kuhn's concept o f  th e  cross  
dressed f ig u r e  in  f i lm :
the p r a c t i c e  of performance c o n s tr u c t s  a su b je c t  
which i s  both f i x e d  in  the  d i s t i n c t i o n  between  
r o le  and s e l f  and at  the same t im e, p a ra d o x ic a l ­
l y ,  c a l l e d  in to  q u es t io n  in  the  very a c t  of per­
formance (52)
Behn does l e t  us know in  her " E p is t l e  to  th e  Reader" that
the  costumes d id  not s erv e  t h i s  moment w e l l :
I in tended him a h ab it  much more n o ta b ly  r i d i c u ­
lo u s ,  which i f  i t  can ever be important was so
here ,  for  many o f  the Scenes in  the  th r e e  l a s t
ac ts  depended on mistakes  of the Colonel for  
Haunce, which th e  i l l - f a v o r ' d  l ik e n e s s  o f  t h e i r  
Habits i s  suppose'd  to  cause .  (5: 163)
For a l l  of her c r e a t i v i t y  and good i n t e n t i o n s ,  t h i s  u l t i ­
mate moment did not go as she had planned. The costumes 
fo r  Alonzo and Haunce were not r id i c u lo u s  enough to  c re a te  
the  e f f e c t  of m u lt ip le  f o o l s .
The scene  con t in u es  as Hippolyta  h id es  and Haunce and 
en ters  fo llow ed  by Alonzo and L o v is . Haunce has agreed to  
ask Alonzo i f  he can marry Euphemia, but when t h i s  d o e sn ' t
work, he accuses  Lovis  and h is  fam ily  of reneging  on the
marriage bargain: "your Father i s  bound by agreement to
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mine, to  d e l i v e r  me the wares ( th a t  i s ,  h i s  daughter) s a f e  
and sound; and I have no more to  do, but p r o te s t  a g a in s t  
him in  case  of non-performance. 'Tw il l  be a dear commodity 
to  me a t  t h i s  rate" (5: 2 1 4 ) .  This rather s i l l y  c o n fro n ta ­
t i o n  masks the  laughter  and con fu sion  the  audience must 
have f e l t  as the imagined "mise en abym" becomes r e a l ,  
r ig h t  before  t h e i r  ey es .  Careful b locking could have 
Hippolyta  h id in g  as Haunce and Alonzo are en ter in g  s im u l t a ­
n eo u s ly .
There must have been a huge sense  of a n t i c i p a t i o n  as 
the  audience waited for  th e  o b l ig a to r y  n a rra t iv e  co n c lu ­
s i o n ,  but f i r s t  there  was some general joking and clowning  
between Lovis Haunce and Alonzo, perhaps to  l e t  the a u d i­
ence calm down. Hippolyta  then en ters  and recognizes  
Haunce, then asks the s tra n g er  Alonzo to  f in d  Antonio and 
c h a l le n g e  him for  her .  She d e c la r e s :
So now the Work's h a l f  d on e ,th a t  w i l l  redeem a l l  
the  l o s t  Credit  of our Family [ .  . . ]  Be strong
my Soul,  and l e t  no f e e b l e  Woman sw e l l  about 
th e e .  (5: 216)
Approaching the  c l im ax,  Hippolyta and Alonzo d i s c u s s  
the upcoming ch a l le n g e .  Alonzo o f f e r s  to  help ,  but Hip­
p o ly ta  w i l l  avenge her own d ishonor.  Alonzo h id e s .  When 
Antonio a r r iv e s  he ex p resse s  remorse of h i s  treatment of 
H ippoly ta .  He d o esn ' t  r ec o g n ize  h is  lo v e r ,  but th rea ten s  
to  f i g h t  her in  her im personation of Alonzo. Hippolyta  
answers as Alonzo and the hidden Alonzo wonders
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Who the  D i v e l ' s  that  young B u lly  that takes  my 
name and my concerns upon him? [ .  . . ] Or you are
both my R iv a ls  — t e l l  me which. Which of you i s  
i t  I must k i l l  or both? (5: 220-1)
Hippolyta r e p l i e s  "Let not your f r ie n d s h ip ,  S ir  proceed so  
fa r ,  to  take my name, to  take my quarrel on you" (5: 221) .  
Again, Behn r e i t e r a t e s  that  t h i s  i s  about metonymic (nam­
ing) exchange. Marcel appears and they a l l  f i g h t .  Alonzo 
and Hippolyta dressed  a l i k e  f i g h t  w ith  Antonio and Marcel.  
Alonzo f i g h t s  w ith  Antonio in  the  only  con fron ta t ion  that  
makes sense  by p a tr ia rc h a l  ru le s  (remember Hippolyta was 
betrothed  to  Alonzo and ruined by Antonio, the only  v a l id  
avenger i s  Marcel the brother or Alonzo the b e tr o th e d ) .  
Marcel f i g h t s  w ith  Hippolyta ,  the s i s t e r  whose honor he has 
sworn to avenge. Hippolyta  i s  wounded and Antonio r e a l i z e s  
her true i d e n t i t y  and i s  repentant and p r o t e c t iv e .  She has 
almost avenged her and her fa m i ly ' s  honor, but has f a i l e d  
at the one th in g  th a t  a l l  of th ese  men seem to succeed  
with: f i g h t in g .
In the denouement, a l l  the men are found to  be the  
sons of wealthy fa th e r s  and a l l  the women are seen  to be 
v ir tu o u s .  Hippolyta  and Antonio have already married and 
are welcomed. Even Haunce and h is  servant are matched to  
servants  in  C a r lo 's  household. Alonzo and Euphemia and the  
other couples  are a l l  poised  to marry, but f i r s t  they  
dance. "There i s  w ith in  a young Father ready to  joyn your 
hands: take t h i s  opportunity ,  and make sure of a wife" (5:
237) .  And f i n a l l y  Alonzo i n v i t e s  a l l  to "a small  Banquet
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[ .  . . ]  in  the next  room” (5: 237).  A l l ' s  w ell  that  ends 
w ell  with  a dance, marriages and a f e a s t  in  the t r a d i t i o n  
of c l a s s i c  comedy. But t h i s  i s  o u t s id e  th e  utopian core  of  
the p lay and even though i t  i s  f a m i l ia r ,  i t  robs from the  
women t h e ir  own c h o ic e s  and a b i l i t y  to  ac t  on t h e i r  own. 
Olinda and Dormida are servants  who are handed over to  
Haunce and Gload without any approval on t h e i r  p a r ts .  The 
women are transformed again  in to  o b je c t s  in s te a d  of 
s u b j e c t s .  The money and the  women belong to  the  men.
To make the arguments c l e a r e r ,  I have omitted d i s c u s ­
s io n  of the other women - -  Cleonte and Clarinda and t h e i r  
love i n t e r e s t s  S i l v i o  and Marcel. In e l im in a t in g  th ese  
ch arac ter s ,  I have a l s o  e l im in ated  the d i s c u s s io n  o f  the  
attempted rapes and seemingly  incestuous  romances tha t  
pepper th e ir  s t o r i e s .  While the in c e s t  i s  centra l  to  Levi-  
S tr a u s s ' s  concept of f a m i l i e s  exchanging women to other  
fa m i l i e s  and c r e a t in g  taboos aga inst  i n c e s t  in  order to  
keep t h i s  s tru c tu re  f irm ly  in  p lace ,  i t  seemed peripheral  
to the va luat ion  m o t i f s  and the agency of  female ch o ic e .  
Cleonte and Clarinda are unremarkable in  the le g io n  of  
Behn's female ch aracters  and they b a s i c a l l y  make no ch o ice  
of husbands. They are the chosen of S i l v i o  and Marcel.
There w i l l  be very few C leo n te 's  and C lar ind a 's  in  the  r e s t  
of Behn's work.
In s p i t e  of i t s  length  and complexity and i t s  reputa­
t io n  as a f lo p .  The Dutch  Lover provides a d e t a i l e d  and
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u s e fu l  template  for  th e  economic a n a ly s i s  o f  gender and 
va lu e  in  Behn's l a t e r  p la y s  that fe a tu r e  c r o s s - d r e s s e d  
women and whores. The Oreo cookie  s t r u c tu r e  o f  th e  p lays  
with the female u top ia  sandwiched between scen es  o f  p a t r i ­
archal power i s  a s tandard s tr u c tu r e  for  a l l  the  p lays  
although th e  s t r u c tu r e  i s  never as c l e a r  cut as i t  i s  in  
t h i s  p lay .  Behn uses  the  bargain ing lo v e r s ,  c o n s t a n t ly  
e v a lu a t in g  themselves  and each other in  order to  c r e a te  
appropria te  matches in  a l l  the p lays  to o .  And she  uses  
f o o l i s h  male ch aracters  to  c r i t i c i z e  s p e c i f i c  n a t io n a l  and 
p o l i t i c a l  a d v ersa r ie s  to  the  English  n a t io n .  This i s  the  
most p r im i t iv e  of Behn's in t r ig u e  comedies,  in  th e  s t r u c ­
ture  and her understanding and c r i t iq u e  of the sexua l  
economy.
Hippolyta  i s  not one of  Behn's c h a r a c t e r i s t i c  whores 
because she  r e a l l y  i s n ' t  a whore. She i s  s e t  up as one by 
her lover  and she i s  worried over by her b ro th e r s ,  but she 
i s  not sought out as one. Only when she d ec id es  to  avencre 
h e r s e l f ,  does she plan to  trade her s e l f  for  the murder of  
her lover  Antonio.  She i s  saved from the l i f e  of  a whore 
only by her own a c t io n s  in  breeches .  Her brothers  are  
t o t a l l y  i n e f f e c t i v e  in  t h e i r  e f f o r t s  to f in d  her ,  f i n a l l y  
f i g h t i n g  a g a in s t  her in s t e a d  of defending her in  th e  c l i ­
mactic sword f i g h t .  Behn s e t s  up a binary of women in  her 
in t r i g u e  p la y s ,  one who i s  the  whore and one who wears 
b r e e c h e s . In t h i s  p la y ,  Euphemia and Hippolyta  are  both
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s u b j e c t s ,  not  o b j e c t s .  Euphemia i s  the precursor  to  H e l l -  
ena in  The Rover as she schemes to  get  the  man o f  her  
ch o ic e  in  o p p o s i t io n  to  her fa m i ly ' s  p lans fo r  her.  She i s  
one of Laura Brown's women who are  both commodities and 
consumers. H ippolyta  a l s o  occupies  a s u b je c t  p o s i t i o n ,  
although she i s  s imply a commodity. But her aims are more 
earthy and p r a c t i c a l  than Euphemia's — to  make r ig h t  the  
wrongs a g a in s t  her and her fam ily .  Hiopolyta  works for  her 
honor and th e  other  whores in  Behn's l a t e r  p lays  work for  
money. In t h i s  more p r im i t iv e  s o c i e t y ,  both women, in  
f in d in g  a mate and r e s to r in g  honor, are welcomed back in to  
t h e i r  f a m i l i e s  in  order to  secure  th e ir  fu t u r e s .
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CHAPTER 3 
THE ROVER
I f  The Dutch Lover i s  a l l  about exchange ( in  
s t r u c t u r e ,  rh e to r ic  and a c t i o n ) ,  then The Rover i s  a l l  
about "money." Behn con t in u es  the  r h e to r ic  of exchange in  
terms of f l i r t a t i o u s  bargain ing  about the worth of men and 
women, and the s tr o n g e s t  s ta tem ents  come from Behn's usual 
mouthpieces - -  the whore ch arac ter  and the t r a n s v e s t i t e .
The s tron g  male ch aracter ,  Willmore, the rover,  a l s o  speaks  
out a g a in s t  the p a tr ia rc h a l  system which puts so much 
emphasis on wealth and thus le a v e s  him f e e l i n g  pow erless .
He speaks for  the poor and d is e n fr a n c h is e d  in c lu d in g  women. 
When pressed  though (as he i s  w ith  the two women in  love  
with him), he quick ly  r e v e r t s  to  h i s  own place as male in  
the p a tr iarch y ,  a character  w ith  power. There i s  s t i l l  in  
t h i s  play the bargaining between romantic partners ,  but the  
bargain ing i s  angry in  i t s  open c r i t i q u e  of the p a tr ia rch a l  
system of va lu at in g  women. There i s  much d is c u s s io n  of  
money not ju s t  value and v a lu a t io n  and t h i s  idea of value  
and exchange i s  made real by the  presence of money on the  
s t a g e .  Unlike in  The Dutch L over , "worth" i s  ta n g ib le  and 
v i s i b l e  as co ins  are exchanged, s t o l e n  and put a s id e  for  
s a f e  keeping. The whore r o l e  and the breeches r o le  are  
taken by two d i f f e r e n t  ch a ra c ter s  not ju s t  one character ,  
as Hippolyta in  The Dutch Lover. The "Oreo cookie"  
s t r u c tu r e  i s  s t i l l  in  p la c e ,  but the change from
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patr iarch a l  l i m i t s  to  u top ian  freedom and back to  
patr iarch a l  dominance i s  l e s s  c le a r  cu t .  The c o n tr o l  of  
the daughters by th e  fam ily  i s  jeopardized from th e  opening 
scene  and the t y p ic a l  ending scene of wedding f e a s t  i s  
m iss ing  some important e lem ents .  There i s  much more humor 
in  t h i s  play than i n  The Dutch Lover but the humor i s  more 
l i k e  character  defamation and the brunt of th e se  jokes i s  
Blunt.  Because he i s  a s p e c i f i c  E nglish  "type,"  th e  humor 
i s  d ir e c te d  a t  the landed gentry u n affec ted  by the  
interregnum and the humor i s  p o l i t i c a l  rather than  
p e r s o n a l .
The play i s  s e t  i n  Naples during c a r n iv a l ,  so  d i s g u i s e  
and masquerade are ever  p r esen t .  There are so many hidden  
fa c e s  and costumes th a t  they become commonplace, not  the  
s tron g  sta tem ents  they  are in  The Dutch Lover. This i s  a 
play  of words, though, not one of impersonations or 
s t a r t l i n g  dramatic e f f e c t s .  Misunderstanding i s  a common 
denominator among the  ch a ra c ter s .  But Behn's meaning 
(about gender i n e q u a l i t y ,  lo v e ,  economics) i s  c l e a r e r  
because of her improved dramatic technique.
The Rover became Behn's most s u c c e s s fu l  p la y ,  th e  
su cces s  perhaps r e s u l t i n g  from the p la y ' s  freedom from the  
forced  s tr u c tu r e  which ch arac ter ized  The Dutch Lover. The 
l i v e l y  characters  (p layed  by the b es t  a c tors  o f  th e  day) 
and the simple compact p lo t  a l s o  contr ibuted  to  the  p la y ' s  
s u c c e s s .  This p o p u la r i ty  was a l s o  due to  an enormous
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n o s t a l g i a  fo r  the  c a v a l i e r s  who fo l lo w ed  the  king in  h i s  
banishment to  France. The o v e r a l l  mood of  th e  p lay i s  very  
jo y fu l  and h o p e fu l .  The audience and the reader are swept 
along by the enthusiasm of  F lor inda  and H e l len a ,  as they  
are swept a long by the e n e r g e t i c  sword f i g h t s  and duels  
which pop up ju s t  when i n t e r e s t  f l a g s .  I t  i s  important to  
n ote  th a t  the  two p lays  which Behn wrote between The Dutch 
Lover and The Rover were not i n  her s e r i e s  o f  in tr ig u e  
comedies f e a t u r in g  whores and c r o s s  dressed  women. The 
play  fo l lo w in g  The Dutch Lover was The Town P o p p . a d i r e c t  
a t ta ck  a g a in s t  the  fops in  the  audience who denounced the  
former p la y .  the next p lay  was her only tragedy,
A bd elazer . which was an u n su cc ess fu l  experiment,  although  
i t  was "reasonably popular" and rev ived  in  1695 to  pen the  
season  fo r  the  Drury Lane Theater (Behn 5: 241) .
The Rover or .  The B a n ish ' t  C ava l iers  was acted by the  
Duke's Company a t  Dorset Garden w ith  King Charles II in  
attendance  around March 24, 1677 (5: 446) .  the  play was 
performed at  Court in  February 1680 and again  in  October 
1685 (5: 446) .  I t  was rev ived  on the p u b l ic  s t a t e  in  march 
1685 and January 1687 by the  United  Company (5: 446).  
Willmore, the  t i t l e  ch a ra c ter ,  i s  p a r t i a l l y  based on 
Charles I I ,  in  th a t  the  ch a rac ter  i s  d i s en fra n ch ised  
because o f  the  interregnum. The k in g ' s  support of the p lay  
w ith  attendance a t  the p u b l ic  p layhouse and two
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performances a t  c o u r t , l e n t  the play a royal endorsement 
which Behn's other  p lays  never enjoyed .
Behn based her play on Thomas K i l l i g r e w ' s  c loset .dram a  
Thomaso. or The Wanderer: A Comedy. K i l l ig r e w  had helped
Behn when she was spying  fo r  Charles II  in  Holland, but her 
t h e a t r i c a l  a l l i a n c e  was with  William Davenant's Duke's 
Company as long as i t  was in  e x i s t e n c e .  Behn never  
accounts  for  her d e c i s i o n  to  use K i l l ig rew * s  ch aracters  and 
p l o t .  She went to  grea t  lengths  to  ex p la in  h e r s e l f  i n  the  
p la y ' s  p r in ted  " P ostscr ip t"  that  the  p lo t  and the b usin ess  
were her own but th a t  the  reader could  compare K i l l i g r e w ' s  
words and ch aracters  and make t h e ir  own judgement (5: 520) .  
K i l l i g r e w ' s  p lay  was a two part p lay  of ten  a c t s  and 
s e v e n ty - th r e e  scenes  (5: 446) .  I t  was w r i t te n  during the  
interregnum and was f u l 1 of r e fer en ces  to  th ese  years of  
c a v a l i e r  e x i l e  (5: 446) .  There i s  in c o n c lu s iv e  ev idence  
th a t  K i l l i g r e w  t r i e d  to  r e v i s e  the  p lay  for  the  s ta g e .
Anne Marshall Quin learned the r o le  o f  Angelica  Bianca for  
K i l l i g r e w ' s  production of Thomaso in  f a l l  of 1664, but 
there  i s  no record of the  production (Wilson 168, The 
London Stage I: 8 4 ) .  Quin played the  same r o le  in  Behn's  
production . K i l l i g r e w  s e t  h i s  p lay in  Madrid and begins  
with  news o f  the  a r r iv a l  of the Paduan courtesan , A n g e l l i ca  
Bianca (5: 445) .  There are other whores, "who frankly  
d is c u s s  the  economic problems of t h e i r  business"  (5: 445).  
Thomaso i s  a p h i losopher  as well  as a c a v a l i e r  (5: 446) .
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and the character i s  very much a u to b io g ra p h ica l . Like  
Behn's c a v a l ie r  Willmore, Thomaso i s  a l s o  accompanied by 
Englishman Ferdinando and an Essex f o o l ,  Edwardo (5: 446) .  
Edwardo i s  t r ic k e d  by L ucetta ,  the  whore, a b r i l l i a n t  
K il l ig r e w  episode which i s  p laced d i r e c t l y  in to  The Rover. 
Thomaso takes money from A n g e l l i c a  Bianca, but i s  much more 
i n t e r e s t e d  in  the v ir tu ou s  Seru l ina  (5: 447) .  The whole 
th rea ten s  to d i s i n t e g r a t e  in t o  a revenge tragedy with  
Edwardo e x tr a c t in g  revenge by having L u cetta 's  face  cut and 
the whores seeking to  have Thomaso murdered (5: 447) .  But 
Thomaso wins the  hand of Seru l in a  and the whores repent  
t h e i r  way of l i f e  and t r a v e l  to  I t a ly .
Behn shortened and focused  the p lo t  and changed many 
of  the names. She added a fr ie n d  for  Willmore and a s i s t e r  
for  Hellena to  m ult ip ly  the  e f f e c t  of happy couples  a t  the  
con c lu s ion .  Behn changed A n g e l l ic a  Bianca from a repentant  
whore to  a d isappointed and broken-hearted one. Love seems 
much more dangerous for  Behn's women than for  K i l l i g r e w ' s .  
In fa c t  K i l l igrew  t e l l s  the  t a l e  e x c lu s iv e ly  from Thomaso's 
poin t  of view, but Behn's s to r y  focuses  on the for tu n es  of  
the women. She does t h i s  in  the f i r s t  scene with  i t s  
in t im ate  conversat ion  between Hellena and F lor inda. She 
a ls o  crea te s  in  A n g e l l i ca  Bianca a complete woman with  
s tren g th s  and weaknesses.  This i s  not Thomaso's s t o r y  of  
lo ve ,  i t  i s  H e l len a 's  and A n g e l l i c a ' s  s to r y  of r i v a l r y  
over Willmore. In Behn's female u top ia ,  the male has
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become the  o b je c t  o f  d e s i r e ,  t h e  p r iz e  to  be won. Montegut
Summers has many p o s i t i v e  th in g s  to  say about Behn's
transform ation  o f  Thomaso:
C orrect ing ,  pruning, augmenting, e n l iv e n in g ,  
r e w r i t in g ,  she may indeed .  . .be w el l  s a id  to  
have c lo th ed  dry bones w ith  f l e s h ,  and to  have 
g iven  her c r e a t io n  a w i t t y  and supple  tongue  
( Summers 5 ) .
Like The Dutch Lover. t h i s  p lay  i s  a con fu s ion  of  
memorable ch a ra c ter s  in  c o n tr iv e d  s i t u a t i o n s .  The Rover 
was b le s s e d  by a b r i l l i a n t  c a s t ,  some o f  the  most t a le n t e d  
performers of the  R es to r a t io n ,  a l l  s to c k  members of the  
Duke's Company. E l iza b eth  Barry crea ted  the  r o l e  o f  
H ellen a ,  the outspoken "good g i r l "  who wants to  be "bad." 
H ellena wants only to  go to  ca r n iv a l  to  f in d  h e r s e l f  a man 
and a way out o f  her fa m i ly ' s  p lans  to  send her to  a 
convent.  Barry h e r s e l f  was n o t  a "good g i r l , "  but was 
"free  w ith  h e r s e l f ” (A B iographica l  D i c t i onary 1: 316) .
She had many l i a i s o n s  during her  career  and was always  
accused of being mercenary in  th e s e  r e l a t i o n s h i p s .  She was 
a b r i l l i a n t  a c t r e s s  a l s o  known for  her a b i l i t y  to  d a zz le  
audiences  "with a beauty she d id  not have" (A Biographical  
D ict ion ary  1: 325) .  Though s h e  p lays  the  "good g i r l , "  her 
mercenary rep u ta t io n  enhances Behn's use  o f  the  whore in  
t h i s  p lay .  There are more whores on th e  s t a g e  than meet 
the eye a t  f i r s t ,  A n g e l l ic a  Bianca, Lucetta ,  Moretta  
(form erly  a whore) and E l i z a b e th  Barry.
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H e l le n a 's  s i s t e r ,  F lor in d a ,  p layed  o r i g i n a l l y  by Mary 
B etter ton ,  has f a l l e n  in  love  with the  E n g l i sh  Colonel  
B e l v i l e  ju s t  b e fo r e  a r r iv in g  in  Naples and hopes to  meet 
him again in  th e  midst o f  the Carnival c o n fu s io n .  Mary 
B etterton  made a ca re er  of p lay ing  v ir tu ou s  h e r o in e s ,  
although she was a l s o  adept a t  p lay ing  the " lu s t f u l  
v i l l a i n e s s ” (Howe 1 0 4 ) .  She was thus able  to  p lay  
Florinda*s s t e a d f a s t  love  for  B e l v i l e  w hile  b e s ie g e d  at  
every turn by rape a t tem p ts .  The scene  of th e  so o th e rs  
togeth er  beg inning  o f  the  p lay i s  very unusual fo r  the  
period and r e p r e se n ts  one of Behn's most m aster fu l  changes  
in  the Thomaso format ( in  order to c re a te  a p lay  about 
women's ch o ic e s  and d e s i r e s ) .
Don Pedro i s  t h e i r  brother,  determined to  marry 
Florinda o f f  t o  h i s  f r ie n d  Antonio,  a g a in s t  h i s  f a t h e r ' s  
wishes that  she marry Don V in cen t io ,  an o ld  man. Into t h i s  
s imple enough s c e n a r io  come B e l v i l e  and h i s  E n g l i sh  cohorts  
Frederick and B lunt .  Thomas B et ter to n ,  one o f  the  most 
important R e s to r a t io n  ac to rs  and a manager of th e  Duke's 
Company, c rea ted  B e l v i l e .  He and Mary B e t te r to n  were 
married and were w e l l  known as a f a i t h f u l  and lo v in g  
couple .  I t  was a foregone conc lus ion  that  i f  F lor in d a  and 
B e l v i l e  were p layed  by the  B e t te r to n s ,  then d e s p i t e  a l l  the  
t r i a l s  and t r i b u l a t i o n s ,  they  would be hap pi ly  matched at  
the  f i n a l e .  Blunt i s  a country gentleman who i s  th e  butt  
of many jok es .  He i s  not a c a v a l ie r  and has n ot  l o s t  a l l
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in  the interregnum; in  f a c t ,  he b o a s ts  of h i s  w ea lth  and 
h i s  e s t a t e  back home in  Essex .  Blunt i s  the E n g l i sh  fo o l  
who i s  t r ic k e d  by the  whore L ucetta ,  a p lo t  d e v ic e  s t o l e n  
d i r e c t l y  from K i l l i g r e w ' s  Thomaso. Blunt was p layed  by 
Cave U n d erh i l l ,  an important "low" comedian, p la y in g  
characters  who were "the s t i f f ,  the  heavy and the s tup id"
(A Biographical D ic t ion ary  15: 8 4 ) .  The t i t l e  ch a ra c ter  i s  
Willmore, the  s a i l o r  who has come ashore to  enjoy the  
carn iva l  and e s p e c i a l l y  to  enjoy the  women. He meets an 
o ld  fr ie n d  in  B e l v i l e  and t r a v e l s  about with him and th e  
other Englishmen. William Smith o r ig in a te d  the part  of  
Willmore, a r o le  based on both Charles II and the Earl of  
Rochester.  He a l s o  o r ig in a te d  the  r o le  in  The Second Part  
of the Rover. Montegut Summers i s  quotes as s t a t i n g  th a t  
Smith was "notably handsome and a t h l e t i c "  (Summers quoted  
in  A Biographical D ic t ion ary  14: 169) .  Smith performed in  
severa l  of Behn's p lays  and was a l s o  part of the  management 
of the Duke's Company.*
As the men t a lk  on the  s t r e e t ,  carn iva l r e v e l l e r s  
cross  the s t a g e ,  women dressed  as "curtizans" and some of  
th e  men dressed  as cuckolds .  the  s t r e e t s  of Naples are  
a l i v e  with  maskers embodying s e x u a l i t y ,  very much l i k e  the  
modern New Orleans c a r n iv a l .  H e l len a ,  Florinda and t h e i r
* I t  i s  i n t e r e s t i n g  to  n ote  th a t  Will Montfort a l s o  played  
Willmore, but h i s  rover o f  1690 seems a very d i f f e r e n t  character .  
Summers quotes Dibdin about Montfort that  " i t  was remarked by many, 
and p a r t i c u l a r ly  by Queen Mary, th a t  i t  was dangerous to  s e e  him 
a c t ,  he made v i c e  so  a l l u r i n g ."  (Dibdin quoted in  Summers 1: 5) .
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cous in  V a ler ia  e n t e r  a t  t h i s  moment dressed l i k e  g y p s ie s .
Lucetta  the whore and her entourage a l s o  e n te r  i n t o  the  
masquerade. the  women l i t e r a l l y  choose t h e i r  men and in  
each case i t  i s  an appropriate  c h o ic e ,  for  the  woman and 
the  men have no id e a  why they have been chosen and for  what 
purpose. This encounter  i n i t i a t e s  most of th e  p l o t  of the  
remainder of the  p lay  — the romance between F lor inda and 
B e l v i l e ,  the romance between Willmore and H ellena and the  
t r ic k in g  of Blunt by Lucetta .  i t  a l s o  in trodu ces  the  id ea s  
of both love and s e x u a l i t y  and s e t s  the s t a g e  for  the  
entrance of A n g e l l i c a  Bianca. A fter  t h i s  encounter with  
a l l  manner of c a r n iv a l  maskers, th ese  Englishmen are  
aroused by the sexu a l  p o s s i b i l i t i e s  a v a i la b le  to  them in  
Naples.  This c o n v ersa t io n  turns to  the most b e a u t i f u l  
whore in  a l l  of N ap les ,  the newly arrived A n g e l l i c a  Bianca.  
Frederick e x p la in s  her p r ic e  "She's expos'd to  S a le ,  and 
Four days in  the Week s h e ’s yours — for  so much a Month"
(5: 466).  But even the  s e x - s ta r v e d  Willmore i s  
u n in teres ted  "The very thought of i t  quenches a l l  manner of 
F ire  in  me" (5: 466) .
Anne Marshall Quin played the  p a ss io n a te  A n g e l l i c a  
B ianca .2 She was one of  the four o r ig in a l  a c t r e s s e s  in
2 The p u b l ish ed  s c r i p t  l i s t s  "Mrs. Gwin" in  the  r o le  and i t  
i s  o f ten  assumed th a t  N el l  Gwyn played the p a r t .  But Mrs. Gwyn 
performed only fo r  th e  King's Company and l e f t  the  s ta g e  in  1669 
a f t e r  she became th e  m is tr e s s  of Charles II  (Howe 74 ) .  She 
performed o c c a s i o n a l l y ,  "but in  1671, she l e f t  the  s ta g e  for  good" 
(Howe 74).
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K i l l i g r e w 's  K ing 's  Company, a long with  her s i s t e r  Rebecca 
Marshall (Howe 2 4 ) .  She was t a l e n t e d  and a t t r a c t i v e  and 
soon became th e  le a d in g  lady o f  the company. Some 
h is t o r ia n s  th in k  th a t  she was th e  f i r s t  woman to  p lay  a 
female r o le  on the  English  s ta g e  a f t e r  the  R e s to r a t io n ,  
play in g  the r o l e  o f  Desdemona i n  the  K ing 's  Company's 
production o f  O t h e l l o . on December 8, 1660 (Howe 2 4 ) .
Wilson d e s c r ib e s  her as "a handsome woman w ith  an oval  
f a c e ,  dark h a ir  and e y e s ,  and a small mouth" (1 7 0 ) .  Mr.s 
Quin l e f t  th e  K in g 's  Company because o f  th e  company's 
f in a n c ia l  t r o u b le s  and joined the Duke's Company in  1677 
(Howe 155).  E l i z a b e th  Howe muses "She cannot have been 
happy th ere ,  however, as for  some reason she l e f t  the  s ta g e  
soon a fter"  (1 5 5 ) .
From the  moment A n g e l l i c a  Bianca and Willmore meet, 
the play s p i r a l s  through d u e l s ,  chance m eet in gs ,  sword 
f i g h t s ,  rapes ,  mistaken i d e n t i t i e s  and j e a l o u s i e s  too  
d i f f i c u l t  to  p r e sen t  as a b r i e f  p lo t  summary. The 
c o n f l i c t s  are  e a s i e r  to  i d e n t i f y .  Willmore i s  in  lo v e  with  
both A n g e l l ic a  Bianca and H e llen a .  A n g e l l i c a  i s  being  
courted by Willmore, Don Pedro and Don Antonio ,  only  
Willmore cannot pay her p r ic e .  Don Pedro opposes h is  
fr ie n d  Don Antonio because Don Antonio i s  not only  h i s  
r iv a l  for A n g e l l i c a  but a l s o  because Don Antonio d ishonors  
h i s  betrothed F lor in d a  with h i s  d a l l i a n c e  w ith  A n g e l l i c a .  
Blunt,  enraged by L u c e t ta 's  t r ic k e r y  p led g es  to  rape and
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in ju re  the  next  woman he s e e s ,  who u n for tu n ate ly  happens to  
be Florinda. Antonio i s  in ju red  and B e l v i l e  must s t e p  in  
to  duel with Don Pedro. A n g e l l i c a  becomes so angry th a t  
Willmore has spurned h er ,  she  th rea ten s  him with a p i s t o l .  
In the l a s t  moments of th e  p lay  B e l v i l e  and Florinda wed, 
much to Don Pedro's  c o n fu s io n .  V a ler ia  and Frederick  marry 
a l s o .  A n g e l l i c a  Bianca i s  scorned by Willmore but fo l low ed  
o f f s t a g e  by Don Antonio.  Blunt appears poorer ,  but w iser  
about the ways o f  whores. F i n a l ly  Hellena and Willmore 
pledge to  marry (and Willmore to  command H e l le n a ' s  la r g e  
f o r t u n e ) .
In The Rover, the ch a ra c ter  types of  whore and cross  
d resser  are taken by two sep ara te  c h a ra c ter s ,  A n g e l l i c a  
Bianca and H e llena ,  not by the  s i n g l e  Hippolyta  whose s to r y  
dominates The Dutch Lover. A n g e l l ic a  i s  t r u ly  a whore, 
u n lik e  Hippolyta .  A n g e l l i c a  i s  not only unrepentant  
(u n l ik e  K i l l i g r e w ' s  S e r u l i n a ) ,  she i s  mercenary to  the  end, 
looking  out for  her own b e s t  i n t e r e s t s .  She and her baud, 
Moretta, t a lk  o f t e n  about the  goal of  her job — making 
money. This i s  t h e i r  p r i o r i t y .  She e x i s t s  o u ts id e  of  
fam ily  and s o c i e t a l  systems as de f in ed  by L e v i - S t r a u s s . 
There i s  a l s o  the whore Lucetta  who i s  more a "type" than 
A n g e l l i c a .  Her presence mirrors and i l lu m in a te s  
A n g e l l i c a ' s  p o s i t i o n  in  the  p lay  and s o c i e t y .  She too  
operates  o u ts id e  the p a tr ia r c h a l  system but w ith in  the  
economy, a lthough she robs and t r i c k s  Blunt rather  than has
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sex  w ith  him. Hippolyta ,  on the other  hand has been 
debauched by her lover  and the image of her as a "whore" 
has been constructed  by him and by the  male members of her 
fam ily .  She i s  f irm ly  bound by the  family  system and i s  
not paid for  her " s e r v i c e s . ” H e l len a ,  in  The Rover l i v e s  
w ith in  a p atr iarcha l  fam ily ,  which plans to  p lace  her in  a 
convent soon. Her s i s t e r  Florinda i s  a l s o  part of t h i s  
system and i s  betrothed  to the an c ien t  Don V incent io .
Hippolyta  opposes that  system by cross  d ress in g  and 
f i g h t i n g  with  her lover  to  revenge her own ru in at ion .  Her 
e f f o r t s  in  male apparel change the d ir e c t io n  of the  
n a r r a t iv e  as w ell  as her own romance and for tu n es .
H e l len a ,  Florinda and A n g e l l ica  Bianca oppose the  
p a tr ia rc h a l  system as well  in  t h e i r  words a g a in s t  th e ir  
b rothers  and lo v e r s .  But Hellena does l i t t l e  more than 
f l i r t  with Willmore and A n g e l l ica  in  her breeches .  Cross 
d r e s s in g  i s  merely one of the many d i s g u i s e s  Hellena uses  
to  b a i t ,  hook and ree l  in  her ca tch ,  Willmore, thus defy ing  
the  system which would have her become a nun. She i s  
dressed  as a boy in  the f in a l  moments of the play and t h i s  
d e s t a b i l i z e s  the ending as I w i l l  prove s h o r t ly .
Instead  of the s tru c tu re  of an Oreo cookie  which 
ch a ra c ter ized  The Dutch Lover ,  Behn o f f e r s  an Oreo cookie  
which has been manipulated by a p la y fu l  c h i ld .  The good 
s t u f f  (a utopia  where women are f r e e  to  act  in  t h e ir  own 
s e l f - i n t e r e s t )  i s  s t i l l  the most important p art .  There i s
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a change from th e  p a tr ia rc h a l  world ( t h e  c h o c o la te  wafer)  
to  a u top ian  world , but th ere  i s  much l e s s  of the  return to  
the  s t a t u s  quo w ith  a c e l e b r a t io n  o f  marriages at the  
p l a y ’s  end.
The beg inn ing  moments of th e  p la y  d e f in e  the  p lo t  from 
the  s i s t e r s ’ p o in t  of view. They are  seen  ta lk in g  alone  
("commodities among themselves") about men, the  s o c i e t a l  
and fa m ily  system th a t  l i m i t s  them and of t h e i r  
d eterm inat ion  to  rebel a g a in s t  the  system - -  to  be s u b je c t s  
in s t e a d  of  o b je c t s  of exchange. Don Pedro, t h e ir  brother  
e n te r s  and reminds them both of the  fam ily  plans for  them. 
Thus in  t h i s  scen e ,  Behn p resen ts  an i d y l l i c  female v i s i o n  
of women a lon e  to g e th er  p l o t t i n g  t h e i r  fu tu r es  and th e ir  
love  l i v e s ,  in terru p ted  by the p a tr ia r c h a l  au th o r ity  f ig u re  
which th a t  i d y l l  by d e f i n i t i o n  must oppose.  The play does 
not end w ith  the  p a tr iarch a l  f ig u r e  d e l i v e r i n g  a lady to 
every gentleman, as d id  The Dutch Lover. B e l v i l e  and 
Flor inda  have married without a fam ily  b l e s s i n g ,  although  
Don Pedro i s  happy h i s  s i s t e r  has not married Don Antonio,  
h is  r i v a l  for  A n g e l l i c a .  Blunt does not g e t  h is  g i r l  
(a lth ou gh  the  g i r l  g e t s  h i s  money). Willmore and Hellena  
( s t i l l  d re ssed  as a boy) agree to  marry as she breaks down 
h is  r e s e r v e .  Subservient  g i r l  i s  not d e l i v e r e d  in to  the 
hands of appropria te  gentleman, boy t r i c k s  man. There i s  
no i n v i t a t i o n  to  a wedding c e l e b r a t io n .  Maybe the cookie  
has begun to  crumble, but the analogy of a utopian world
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sandwiched between major scen es  of p a tr ia rc h a l  r e a l i t y  no 
longer h o ld s .
The Rover and Aphra Behn were b le s s e d  w ith  a b r i l l i a n t  
c a s t  of lead ing  men o f  the  company ( lea r n e d ,  d i s t in g u i s h e d ,  
ta le n te d  and a t t r a c t i v e ) ;  the  leading lady o f  the  company, 
known for  her "good g i r l "  image; a much g o ss ip e d  about 
ingenue; a b e a u t i f u l  a c t r e s s  known for  the  r o l e  of the  
whore and r e c e n t ly  d e f e c t e d  from the r iv a l  company; and a 
b r i l l i a n t  comedian known for  h i s  natural t im ing  and h i s  
seeming "slowness". I t  almost seems th at  the p arts  were 
w rit ten  for  t h i s  c a s t  in  p a r t ic u la r .  The images of 
E lizab eth  Barry in  her gypsy costume and in  her breeches  as 
Hellena and the handsome and a t h l e t i c  William Smith as the  
charming Willmore as w e l l  as Cave Underhil l  as Blunt 
in f lu e n c e  our id ea s  about what the play "means" even today.
As in  many of Behn's p la y s ,  bargain ing i s  a strong  
element in  t h i s  p la y .  From the  very beginning to  the very  
end, H ellena , F lo r in d a ,  A n g e l l ica  and Willmore r a i l  aga in s t  
c a p i ta l i s m ,  the  p a tr ia r c h a l  system th at  fo r c e s  people  to  do 
th in gs  for  money. There i s  the  s imple bargain ing  that  
s u b s t i t u t e d  for  f l i r t a t i o n  in  The Dutch Lover. But in  the  
midst of the barga in ing  and o f ten  in s te a d  of the  
bargain ing, there  i s  o p p o s i t io n  to the idea  of "payment" 
for  love  and s e x .  I t ' s  as though Behn's e a r l i e r  play was 
bound by p r im i t iv e  t r i b a l  t r a d i t i o n s  o f  L e v i - S t r a u s s , while  
t h i s  p lay i s  bound by Marx's ca p ita l i sm .
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In the  very f i r s t  s cen e ,  F lorinda i s  fur ious  w ith  her
fa th er  for  th e  marriage he has arranged for  her w ith  the
r ich  o ld  Don V in cen t io  - -
I s h a l l  l e t  him s e e ,  I understand b e t t e r  what's  
due to  my Beauty, B ir th  and Fortune, and more to  
my Sou l ,  than to  obey those  unjust  Commands. (5:
455)
Hellena approves o f  t h i s  r e b e l l io n :
Now hang me, i f  I don't  love  thee  for  that dear  
d is o b e d ie n c e .  I love  m isch ie f  s t r a n g e ly ,  as most 
of our Sex do, who are come to  Love nothing e l s e .
. . (5: 455)
These women are u n y ie ld in g  and p o t e n t i a l l y  d i s r u p t iv e
because they  are commodities which long to  be consumers.
Florinda has a lready done some window shopping having
f a l l e n  in  lo v e  with B e l v i l e  before  the a c t io n  b eg in s .
Hellena i s  adding up her a s s e t s  —
have I not  a World of Youth? a humour gay? a 
Beauty passab le?  a Vigour d es ira b le ?  Well 
Shap't:  c lean  limb'd? sweet breath'd? (5: 455)
She has her shopping l i s t  as w e l l :
I'm r e s o l v ' d  to  provide my s e l f  t h i s  Carnival,  i f  
th ere  be ere  a handsome proper f e l lo w  of my 
humour above ground, tho I ask f i r s t .  (5: 455)
Their b ro th er ,  Don Pedro, en ters  to  remind Flor inda
that t h e i r  fa th e r  wants her to  marry Don V in cen t io .  but
that  he wants her to  marry h is  fr ie n d  Don Antonio. Don
Pedro opposes the au th o r i ty  of the fa th er  as w e l l .  the
young women r a i l  a g a in s t  th ese  c h o ic e s ,  Hellena ta k in g  up
the f i g h t  as though i t  were her own. Florinda bargains
l i k e  Euphemia, only a g a in s t  marriage:
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Let him consider  my Youth, Beauty and Fortune; 
which ought not be thrown away on h i s  Age and 
Joynture.  (5: 456)
Both Hellena and Florinda d e s c r ib e  what they think a
marriage to  an o ld  man w i l l  be l i k e :  "to lye  in  a wide
motheaten Bed Chamber. . . i n  h i s  foul sh eets"  (5: 457) .
F i n a l ly  Hellena equates the p h y s ica l  w ith  the f in a n c ia l
And t h i s  Man you must k i s s ,  nay you must k i s s  
none but him too — and nuzel through h is  Beard 
to  f in d  h i s  L ips .  — And t h i s  vou must submit to  
for  Threescore years ,  and a l l  for  a Joynture. (5:
457)
These v a lu a t io n s  and exchanges are  much more grim than 
those  in  The Dutch Lover.  As in  that  p lay  the men must 
submit to  t h i s  v a lu a t io n  cro c ess  as w e l l .  Don Pedro 
reminds Florinda th a t  B e l v i l e  i s  a c a v a l i e r  and "has no 
Fortune to  bring you t o ,  i s  ba n ish t  h i s  country, d i s p i s ' d  
at  home and p i t t y ’d abroad" ( t :  457).  Rather than 
r e in fo r c e  the  va lu a t io n  m ot if ,  t h i s  undermines i t  for  the  
audience.  Cavaliers  were not u n iv e r s a l l y  d esp ised  or 
p i t i e d ;  in  f a c t  much of the o r ig in a l  audience was composed 
of c a v a l i e r s  and r o y a l i s t  supporters .  B e l v i l e ,  as a 
C olonel ,  does command the support of h is  country and of the  
res to red  monarch. Don Pedro ign ores  the power of the  
monarch (passed down through h i s  m i l i t a r y  l e a d e r s ) ,  but 
g r e a t l y  re sp ects  the  power of money. Blunt too see s  h is  
go ld  and h i s  lands in  England as an a s s e t .  The fa c t  that  
he s t i l l  has family  land means th a t  he i s  not a supporter
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of the  k in ? .  He, l i k e  Don Pedro, ig n o r e s  the  k ing , but
r e s p e c t s  th e  power of money.
In a d d i t io n  to  being " p o l i t i c a l l y  in c o r r e c t ,"  Blunt i s
a l s o  th e  f o o l ,  much l i k e  Haunce in  The dutch Lover .  Almost
echoing H e l l e n a ' s  l i s t  of a s s e t s .  Blunt l i s t s  h i s  own:
t h i s  Shape and S ize  Gentlemen are not  to  be 
d i s p i s ' d  - -  my Waist too t o l e r a b l y  long ,  and with  
o th er  i n v i t i n g  s ig n s ,  that  s h a l l  be nameless .  (5:
468)
This i s  n ot  t h e  same i n v i t i n g  l i s t  th a t  H el lena  presented .
But then H e l len a  i s  a shrewd judge of her own personal
a t t r i b u t e s ,  her own value and Blunt i s  n o t .  B e l v i l e
wonders i f  t h e s e  a t t r ib u t e s  are r e a l l y  a t t r a c t i v e  to  women:
Dost thou p e r c e iv e  any such tempting th in gs  about 
him, th a t  shou'd  make a f i n e  Woman, of Q u al ity ,  
p ick  him out from a l l  Mankind, to  throw away her 
Youth and Beauty upon, nay and her dear heart  
too !  (5: 468)
Blunt i s  not  merely a humorous f i g u r e ,  he i s  t r u ly  a 
p o l i t i c a l  one and though he i s  landed g en try ,  he Is  
powerless  in  th e  world of t h i s  p lay
For t h e i r  p a r t ,  Willmore and Blunt are  only looking  
for  sexu a l  p le a s u r e .  B e l v i l e  has f a l l e n  in  love  with  
f lo r in d a  and wants to  f ind  her to  s e t t l e  down and have a 
fam ily .  While banter ing  about women, th e  Englishmen 
enuncia te  one of the  core i s s u e s  o f  t h i s  p la y .  B e l v i l e  
says "That's  thy joy ,  a cheap Whore" and Blunt r e p l i e s  
"When d id  you ever  hear of an honest Woman th a t  took a 
Man's Money?" (5: 460) .  B lu n t 's  l i n e  reverb era tes
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throughout th e  p la y .  He m istakes  th e  luxury of a whore's  
home fo r  th a t  o f  a wealthy woman of q u a l i t y .  He and 
Willmore n e a r ly  rape F lor inda  t w ic e ,  unaware th a t  she  
r e a l l y  i s  a woman of  q u a l i t y .  F i n a l ly  he d o esn ' t  recoqnize  
H ellena  as a woman of  q u a l i t y  and a wealthy one, but when 
A n g e l l i c a  t e l l s  him, he immediately chooses Hellena to  
marry, not  fo r  her beauty o f  w i t ,  but for  her money.
At th e  f i r s t  meetin? o f  Hellena and Willmore, she  i s
masked and chooses  him out o f  a l l  the  a v a i la b le  men. I t  i s  
unclear  to  the  Englishmen whether th e se  women are whores or 
not .  H e l len a  f l i r t s  w ith  Willmore us ing  almost the  same 
l i n e s  th a t  Euphemia used with  Alonzo in  The Dutch Lover:
Willmore: I f  she be Young and Handsome.
H e llen a:  Ay, t h e r e ' s  i t  - -  but i f  she be not - -  (5:
463) .
Like Euphemia and Alonzo, H ellena  and Willmore cont inue  
barga in ing  about her beauty.  Hellena i s  not v e i l e d  as  
Euphemia was, but i s  masked s e v e r a l  ways for the c a r n iv a l ,  
she i s  masked when she meets him and she i s  masked aga in  in  
the t h ir d  a c t .  In s p i t e  of  the  mask, he recognizes  her as  
h is  " l i t t l e  G ipsey ."  He again  asks to  see  her face  and she  
r e f u s e s .  She wonders i f  he would " f a l l  to ,  before  a P r i e s t  
says Grace" (5: 4 79 ) .  and he t e l l s  her that  the only th in g  
that  would u pse t  him more than th a t  remark would be an ugly  
fa c e .  This i s  s imply  a long v e r s io n  o f  the n e g o t ia t io n s  
between Euphemia to  s e e  her fa c e .  A few moments l a t e r ,
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Hellena t a lk s  to  Willmore of marriage,  but dec lares  that  
she has much to  do w hile  she i s  young and handsome (has 
v a lu e ? ) .  I f  she were to  f a l l  in  lo v e ,  she would be undone. 
When she d ec id es  that  they are  w ell  matched, she takes  o f f  
her mask and he i s  s t a r t l e d  by her beauty.  She i s  indeed  
va lu ab le  - -  both w i t ty  and b e a u t i f u l .
This m otif  o f  beauty as value i s  much more complex in  
The Rover.  In The Dutch Lover Euphemia kept h e r s e l f  v e i l e d  
because to  u n ve i l  was to  become v u ln era b le ,  to have a l l  her 
"assets"  a v a i l a b le  for  publ ic  consumption. Like her 
v i r g i n i t y ,  a woman's face  was something to  be used as a 
trump card. The v i r g i n i t y  was the tru e  va lu e ,  but a 
b e a u t i fu l  fa c e  was an important in d ic a to r  of her v ir tu e  and 
thus va lu e .  I f  a woman was b e a u t i fu l  then she was 
v ir tu o u s ,  but i f  she d isp layed  her beauty she was not .  
Hellena fo l lo w s  th ese  same ru le s  as does Florinda. There 
i s  a scene  where Florinda i s  masked and t e s t i n g  B e l v i l e ' s  
love  fo r  her.  She o f f e r s  him a r in g ,  for  " B i l l s  of 
Exchange may sometimes miscarry" (5: 481) .  He t e l l s  her 
that  h e ' s  made a vow to  a very f a i r  lady and she i s  
reassured . She g iv e s  him the ring and leaves  and he 
d isco v ers  who she i s  because the r ing  conta ins  her p ic tu r e .  
I have shown how B i l l s  of Exchange ( c r e d i t  between men) go 
wrong in  The Dutch Lover. Behn has c l e v e r l y  used the way 
that  men communicate and turned th a t  around to have 
Florinda g iv e  something of value ( j ew e lry )  which i s  a lso
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in form ative  and a p ie c e  of h e r s e l f  to  prove her id e n t i t y  
and va lue  to  B e l v i l e .  Unlike th e  impetuous Hellena and the  
mercenary A n g e l l i c a ,  Florinda has not  had to  show her face  
to  prove h e r s e l f  (although o f  course  B e l v i l e  had seen her 
long b e f o r e ) .
A n g e l l i c a  on the  other hand a d v e r t i s e s  her beauty with  
large and small  p ic tu r e s  d isp la y ed  a t  her house.  Behn 
c a l l s  a t t e n t i o n  to  the s ig n s  when she  has A n g e l l ica * s  men 
hang them fo r  Willmore and h is  f r i e n d s .  The men a l s o  
mention the  e x o rb i ta n t  p r ice  of a thousand crowns a month. 
Don Pedro and h i s  fr ien d  Don Antonio both admire the  
p ic tu re  and Don Pedro mentions th a t  the  o r ig in a l  i s  more 
wonderful than the p ic tu re .  Willmore i s  so e n th r a l le d  with  
her image, th a t  he takes the p i c t u r e .  He i s  too poor to  
purchase the  woman, so he s t e a l s  th e  s ig n  of the woman.
Behn c a l l s  co n s tan t  a t t e n t io n  to  the  s i g n ,  b u i ld in g  up 
c u r i o s i t y  fo r  the  real woman and p o in t in g  out the  
con stru cted n ess  of the whore's r o l e .  She d id  the same for  
Hippolyta as both Antonio and her brothers  t a lk  about the  
woman who has become a whore. Both the  mask and the s ig n  
are ways th a t  women take power and manipulate the sexual  
economic system and the men who view women as commodities.  
The s ig n  a d v e r t i s e s  the whore in  a p u b l ic  way - -  the face  
i s  the ad vert isem en t .  But the  v iz a rd  mask used in  The 
Rover i s  the  kind of mask worn by p r o s t i t u t e s .  This mask 
marks the  woman as a p r o s t i t u t e .  , much as A n g e l l i c a ' s
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s ig n  marks her as a p r o s t i t u t e ,  but the  mask h id es  the
woman's i d e n t i t y .  Both a d v e r t i s e  sex  fo r  s a l e ,  but the
v izard  i s  more p r o t e c t i v e  in  i t s  den ia l  o f  th e  p leasu re  of
the male gaze .
Janet Todd, who e d i t e d  the  recent  p u b l ic a t io n  of
Behn's complete works, chose "the s ig n  of A nge l l ica"
as the t i t l e  to  her e a r l i e r  study of the e a r ly  women
w r iter s  o f  f i c t i o n .  In her in tro d u c t io n  she ex p la in s  why -
In Aphra Behn's The Rover (167 7 ) ,  a p r o s t i t u t e  
named A n g e l l i c a  Bianca a t t r a c t s  customers by 
d is p la y in g  an i n v i t i n g  and provocat ive  s ig n  of  
h e r s e l f .  At the  end of the p la y ,  a f t e r  her
patrons have been merry over her 'p r ic e  and
p i c t u r e , '  A n g e l l i c a  Bianca i s  denied the  hero: 
the  message of  her p o r t r a i t  i s  too frank too  
crude. Had she worn i t  c l o s e  to  her fa c e  as a 
mask, matters  might have been d i f f e r e n t ,  but 
in s t e a d  she chose to  d is ta n c e  i t  and to  draw 
a t t e n t i o n  to  i t s  c o n s tr u c t io n .  The a c t io n  was 
c o n s c io u s ,  b la t a n t ,  unfeminine and p r o f e s s io n a l .
(Todd The Sian of  An g e l l i c a  1)
I d isa g ree  with Todd th a t  A n g e l l ica  i s  "denied the  hero"
and th a t  "matters might have been d i f f e r e n t , "  but I do
agree th a t  the s ig n  was co n sc io u s ,  b la ta n t  and p r o fe s s io n a l
and her a c t io n s  were q u i t e  d i f f e r e n t  from the other  women
of the p lay  who h ide t h e i r  faces  with  masks.
Moments a f t e r  he s t e a l s  the p ic t u r e ,  Willmore i s
forced to  ex p la in  to  A n g e l l i c a  that  he could not a f fo rd  the
woman, so  he took the  image and she i n v i t e s  him in t o  her
• home. A n g e l l i c a  does not have her whole heart  in  the
b u s in ess  f o r  when Moretta exp la in s  th a t  th e s e  men admired
her beauty but joked about her p r ic e ,  she r e p l i e s  " th e ir
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wonder feeds  my v a n i ty ,  and he that  wishes but to  buy,
g iv e s  me more Pride ,  than he th a t  g iv e s  my P r ice ,  can make
my pleasure" (5: 469) .  Yet a t  the prospect of a paying
customer, she d ec la re s  th a t  "nothing but Gold, s h a l l  charm
my heart" (5: 469) .
Willmore and A ngelica  argue over the p r ic e  she has s e t
on her favors ,  tempting "poor Am'rous Mortals with so much
ex ce l len ce "  (5: 473) .  He r a i l s  aga in st  "that whxch i s
Love's due i s  meanly b a r te r 'd  for" (5: 473) .  Moretta
i n t e r f e r e s  to  plead for  the business  "wee only s e l l  by the
whole piece" (5: 473) .  A n g e l l ica  for her p art ,  has been
conquered by Willmore's charm, but d e sp ise s  h is  r a i l i n g .
He s e e s  h im self  as d eserv in g  of a woman’s lo v e ,  as h igh ly
su per ior  (morally perhaps?).  He says "poor as I am, I
wou'd not s e l l  my s e l f ,  no not to gain your Charming high
p r iz 'd  Person" (5: 474) .  In h is  view, she can s e l l
h e r s e l f ,  but he would never s e l l  h im se lf .  He c e r t a i n l y
cannot s ee  the  two of them as equal,  or equ a l ly  va lu ab le
commodities. But A n g e l l i c a  po in ts  out that  men do s e l l
themselves  in  order to  secure  a wealthy w ife:
Pray t e l l  me. S ir .  are not you g u i l t y  of the same 
Mercenary Crime, when a Lady i s  propos’d to  you 
for  a Wife, you never ask, how f a i r  - -  d i s c r e e t  - 
-  or v ir tu ou s  i s  she; but what's her Fortune - -  
which i f  but s m a l l ,  you cry - -  she w i l l  not do my 
business  — and b a se ly  leave  her, thou she  
languish  for  you. . . (5: 474-475)
He p r o te s t s  that  " i t  i s  a Barbarous Custome, which I w i l l
scorn to  defend in  our Sex, and do d e sp ise  in  yours" (5:
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475).  She answers "put up thy Gold, and know. That were 
thy Fortune large  as i s  thy Soul,  Thou sh ou d 's t  not buy my 
Love" (5: 475) .  She wishes that  he could th ink  of sex with  
her without th in k in g  she was mercenary. She wishes he 
could se e  her as eq u a l ly  valuable  and she wishes that he 
would love her without being forced to  or without the  
f in a n c ia l  arrangements being uppermost in  h i s  mind. This 
i s  a very d i f f i c u l t  conversation  because she i s  almost  
throwing h e r s e l f  a t  him, but he ju st  d oesn ’ t  understand  
that  she i s  o f f e r i n g  h e r s e l f ,  her lo v e ,  her lovemaking.
When he f i n a l l y  does understand, he agrees in  f in a n c ia l  
terms: " I ' l l  pay thee back my Soul! my L ife !"  (5: 476) .
She asks "And w i l l  you pay me then the p r ic e  I ask?" C 5:
476).  When he again doesn 't  understand, she o f f e r s  "They 
pay, I mean, i s  but thy Love for  mine. - -  Can you g ive  
that?" (5: 476) .  She wants a simple exchange, "thy love  
for  mine." They are commodities among themselves  and she 
i s  p leading for  a d i f f e r e n t  kind of bargain ing , the kind 
without the va lu a t io n  of  the marketplace that  Luce Irigarav  
w rites  about.  I t  i s  the same kind of bargain that  Hellena  
and Florinda hope to make. F in a l ly ,  he understands her 
p la in  language and answers " in t ir e ly "  and whisks her o f f  to  
bed.
What he has understood i s  the mutual p leasu re  of  
lovemaking, but she has been bargaining for  mutual love .  I 
doubt that  she i s  "giv ing  up" the p r o fe s s io n  of
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p r o s t i t u t i o n ,  but she i s  asking to  be seen  as a woman l i k e  
every other  and not  as a whore. Willmore a l s o  confuses  
lo v e  and lovemaking when he meets Hellena and sh e  confronts  
him with "Is th ere  no d i f f e r e n c e  between leave  to  love  me, 
and leave  to  l i e  w ith  me?" (5: 463 ) .  "Love" l i k e  
"exchange" i s  a s l ip p e r y  word w ith  many meanings and both 
A n g e l l i c a  and Willmore have misunderstood t h i s  bargain. As 
they e x i t ,  Moretta c a l l s  him "a no Purchase, no Pay 
Taterdemalion and E n g l i sh  Piccaroon" (5: 476) .
This i s  by far  Behn's most fo r th r ig h t  statem ent of her 
ideas  about the in e q u a l i t y  of th e  sexual economy. Women of  
q u a l i ty  have money to  a t t r a c t  men: men can choose the  
r i c h e s t  of women depending on t h e i r  own a s s e t s  and the  deal 
they s t r i k e .  Men b e n e f i t .  But there seems to  be no way 
th a t  women can become wealthy through t h i s  p rocess  u n less  
they pay a s a c r i f i c i a l  p r ic e .  For A n g e l l ic a  th a t  p r ic e  i s  
to  have the  t i t l e  "mercenary whore" thrown in  her fa ce .
For Florinda and H e l len a ,  the p r ic e  i s  to  spend a l i f e t i m e  
married to  a d i s g u s t i n g  old man.
Willmore a l s o  p lays  the part  of the whore, tak ing  
money from A n g e l l i c a  a f t e r  t h e i r  f i r s t  lovemaking. He has 
found the proverb ia l cheap whore and he b oasts  to  h is  
comrades - -  " a l l  the Honey of Matrimony, but none of the  
s t in g"  (5: 479) .  He p u l l s  out c o in s ,  money g iven  to  him by 
A n g e l l ica :  " t i s  he and she Gold w b i l ' s t  h ere ,  and s h a l l  
beget  new P leasures  every moment" (5: 479) .  I t  i s  p o s s ib l e
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that  he i s  equating  h is  own s e x u a l i t y ,  h i s  own a b i l i t y  to  
p le a s e  with money — he has been paid fo r  s e x .  His term 
"he and she Gold" i s  very cu r io u s ,  th a t  the  gold  belongs to  
both the  man and th e  woman as does the  p le a s u r e .  The money 
and the p leasure  can c r e a te  and rec r e a te  each other  
money can crea te  p lea su re  and p leasu re  can c r e a te  money.
But most of a l l  Willmore i s  p leased  to  have money again:  
pox of Poverty ,  i t  makes a Man a s l a v e ,  makes Wit and 
Honour sneak, my Soul grew ru sty  for  want of cre d i t"  (5: 
479) .  Willmore again  takes  the  r o le  o f  mercenary whore in  
Act IV, Scene I ,  when A n g e l l i c a  con fron ts  Willmore for  h is  
inconstancy in  h i s  d a l l i a n c e  with H el lena . A n g e l l i c a  says  
"I w i l l  not answer for  your M is t r e s s ' s  V ir tu e .  . .'Twas the  
Two Hundred Thousand Crowns you Courted" (5: 496) ,  meaning 
th a t  he was more in t e r e s t e d  in  Hellena*s  money than her 
beauty or honor. Willmore was indeed taken with  H e l len a 's  
beauty, but he i s  d e l i g h te d  to  know that  h i s  gypsy has a 
major fortune.  I t  i s  obvious in  the next  few l i n e s  that  he
i s  desperate  to  g e t  away to  make the deal for  the
b e a u t i f u l ,  young, w i t t y  and wealthy H e l len a .  He has made a 
love  ch o ice  based on money rather  than anything e l s e ,  
e x a c t ly  what A n g e l l i c a  accused most men of do ing . The very 
th in g  he has accused  A n g e l l i c a  o f ,  he has done h im se l f .
When he i s  f i n a l l y  a b le  to  make a bargain w ith  Hellena  
in  the  l a s t  moments of the  p la y ,  h is  f i r s t  words to  her are
from the endings o f  most c l a s s i c  comedies: "my Friends are
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a l l  provided for  w ith in ,  each Man h i s  kind Woman" (5: 516) .  
Then he proceeds with h is  own words of love  to  her: "I
d e f i e  fo u l  weather to  part us" and "I'm p a r lo u s ly  a fra id  o f  
being in  Love (5: 516).  She agrees  and caut ions  him " to  
lo s e  no t im e,"  to  which he r e p l i e s  th a t  they should go to  
h is  bed chamber and make lo v e .  She holds out for  a 
l e g i t im a t e  marriage and he r e fu s e s :  "no we’ l have no Vows
but Love" (5: 517).  Hellena reminds him of the  outcome of  
lovemaking "what s h a l l  I get?  a crad le  f u l l  o f  n o ise  and 
m is c h ie f ,  with a pack of repentance at my back?" (5: 517) .  
when he r e a l i z e s  that  he cannot change her mind, that  her 
w i l l  i s  s tron ger  than h i s .  he k i s s e s  her hand and o f f e r s  to  
l e t  "Love and Fortune. . .do t h e i r  worst" (5: 517) .  She i s  
su rp r ised  at h is  p re t ty  words. He f i n a l i z e s  the  match with  
"the bargain  i s  now made" (5: 517) .  And i t  i s  u l t im a te ly  
that:  a bargain in  which they both g iv e  up t h e i r  freedom,
but one in  which he crains her enormous fortune .
Behn uses  real money in  The Rover ,  not simply the  
a b s tra c t  v a lu a t io n  of a p r e t ty  fa c e  in exchange for a brave 
s o l d i e r ,  or a l i f e  in  exchange for  "poor ruined Hippolyta ."  
Behn shows her audience the co in s  A n a e l l ica  gave Willmore. 
Giving her heart hurt her more than g iv in g  him her monev. 
Frederick takes the precaution  of tak ing  th e ir  jo in t  
sav ings  from Blunt,  t h e ir  "banker" before  he goes to meet 
Lucetta .  Blunt o f f e r s  them h i s  own sa v in g s ,  but they g iv e  
i t  back. Frederick says "No, keep that  to  be couzen'd,
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that we may laugh" (5: 467).  F i n a l l y ,  Behn shows Lucetta  
taking B lu n t ' s  v a lu a b le s ,  not  only c o in s ,  but "family  
jew e ls ,"  part o f  h i s  Essex e s t a t e .  Like F lo r in d a 's  p ic tu re  
r in g ,  he l o s e s  family  p ic t u r e s  and he lo s e s  something real  
and v a lu ab le ,  part of h is  own i d e n t i t y .  He excla ims la te r :  
"I have a B i l l  of Exchange a t  home wou'd have saved my 
cred it"  (5 : 4 8 5 ) ,  but again . B i l l s  of Exchanae miscarry,  
and Lucetta  o f f e r s  nothing in  exchanae except the promise 
of p leasu re .
The beginning and the and of the utooian ep isode are 
d i f f e r e n t  from the beginning and ending scenes  m  c l a s s i c  
comedies and th ose  in  The_Dutch„Loyer. The charming f i r s t  
scene between Hellena and Florinda i s  almost l ik e  
Ir ig a r a y ' s  "commodities among th em selves ,"  the calm before  
the storm. t h i s  i s  the beginning of the power s t r u g g le ,  
which can be seen  simply as a d o le scen t  d isob ed ien ce  or the  
beginning o f , t h e  c l a s s i c  comic n a r r a t iv e .  Or i t  can be 
seen as a c a l l  to  s t r u g g le  a g a in s t  the  p a tr iarch y .  Most 
comedies f ea tu re  a younger gen era t ion  in  op p o s i t io n  to the 
older gen era t io n ,  gen era l ly  over a love  match. But in  t h i s  
case ,  i t  i s  the women who are opposing not -just the older  
gen erat ion ,  but the e n t i r e  s o c i a l  order of p a tr iarcha l  
exchange of women. The s imple act  of a woman "shopping" for  
a man of her own choice  can thus be seen as a revo lutionary  
a c t .
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The scene before  the  denouement i s  the f in a l  
n e g o t ia t io n  between H ellena  and Willmore. Hellena i s  s t i l l  
in  her breeches .  This pas de deux reads l i k e  anv of Behn's  
scenes  of bargain ing ,  but the  scen e  on s ta g e  i s  in  
extraordinary c o n tra s t  to the  sweet  romantic v i s i o n  u s u a l ly  
ending th ese  comedies. Willmore in  m i l i t a r y  buff  coat  
seems to  be romancing a boy. The audience may have ignored  
to  costume, co n cen tra t in g  on th e  very a t t r a c t i v e  E l i z a b e t h  
Barry and William Smith, but t h i s  image of man-boy lo v e  
could not have gone unnoticed  by a c u l tu re  which openly  
acknowledged s e x u a l i t y  in  a l l  i t s  forms. Even thouah t h i s  
i s  the main romantic couple  o f  the  p lay ,  i t  d o e sn ' t  look  
l i k e  the  couple the  oenre assumes.
Following t h i s  sc e n e ,  Don Pedro and the other co u p le s  
enter  and a l l  the lo o se  ends are t i e d  up. Florinda and 
B e l v i l e  have been married moments before  as have Freder ick  
and V a ler ia .  Don Pedro, the  a u th o r i ty  f ig u r e ,  cannot o f f e r  
maid to  man, in  the  grand g e s tu r e  which ended The Dutch 
Lover. The couples  have run o f f  and given  themselves t o  
each o th er .  Throughout the  p lay  Don Pedro has been unable  
to  p r o h ib i t  any of th ese  lo v e  matches as w ell  as being  
u n su ccess fu l  in  h i s  own n e g o t i a t i o n s  with A n g e l l i c a .  he 
and the a u th or ity  he rep re sen ts  are powerless  over t h e s e  
l o v e r s .  The o lder  gen erat ion  i s  put a s id e  for  the  younger  
generat ion  as in  a l l  c l a s s i c  comedy. But h i s  own i n a b i l i t y  
to  win A n g e l l ic a  Cwith money) makes him seem u n fo r tu n a te ly
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impotent and th ere  i s  a sadness to h i s  uncoupled s t a t e  a t  
the  end. The matches are made and the patr iarchy  i s  
rea ff irm ed ,  but t h i s  ending i s  a t  such variance  with the  
c l a s s i c  endings ( th e  man-boy couple ,  the  f l u s t e r e d  and 
impotent p a tr ia r c h ,  the  lack of a wedding f e a s t )  that  i t  
must c o n s t i t u t e  an incomplete  return to  the  s ta t u s  guo . I t  
i s  t r u ly  not an open ending, but i t  i s  not  as c lo sed  as 
that  of The Dutch Lover of other c l a s s i c  comedies. Behn 
w i l l  produce more open endings as her technique d eve lop s .
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CHAPTER 4 
THE SECOND PART OF THE ROVER 
The Second Part of the Rover i s  v a s t l y  d i f f e r e n t  from 
i t s  p red ece sso r .  The whole mood of the p lay  i s  darker,  l e s s  
h op efu l ,  t y p i c a l  of  p lays  fo l low in g  the Popish P lo t .  In 
t h i s  p lay  i t  i s  not the women p l o t t i n g  to  f in d  a husband 
s u i t a b l e  to  t h e i r  a s s e t s ;  i t  i s  the  men who are d esp era te ly  
seek in g  women with  enormous fo r tu n es .  This i s  not a play  
which seek s  a cheap whore for every man, but one which seeks  
fortune and s a f e  sanctuary. I t  i s  not a play about p le a ­
sure ,  but about su rv iv a l  and greed. The men have money, but 
they want more. This i s  the world th a t  A n g e l l i c a  Bianca 
warned a g a in s t ,  where men seek women for  t h e i r  family fo r ­
tunes ,  not for  t h e i r  beauty, d i s c r e t i o n  or v i r tu e .  Money i s  
everyth ing ,  p leasu re  means nothing. I t  i s  hard to  f in d  love  
in t h i s  world. And i t  i s  almost as hard to  f in d  se x .  Sex 
i s  everywhere in  The Rover. in the s t r e e t s ,  between Willmore 
and A n g e l l i c a ,  in  every man's mind. But there  i s  no sex in  
t h i s  p lay ,  a lthough much ta lk  about i t .
I t  i s  the  whores and the woman d ressed  as a boy who 
continue to  make th ese  d i f f e r e n c e s  and i n e q u a l i t i e s  c lea r .  
The whore and the cross  dressed woman take up t h e i r  old  
p o s i t i o n s  o p p o s i te  each other.  In t h i s  p lay ,  La Nuche i s  
the whore and Ariadne i s  the cross  d ressed  woman. Both 
chase a f t e r  Willmore and both are con ten t  with Beaumond, 
when Willmore i s  occupied. They are  both much l e s s  in t e r -
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e s ted  in  the o ld  Don Carlo.  For La Nuche and P e t r o n e l la ,  
her baud, he i s  s t i l l  a good source  o f  income, but Ariadne 
w i l l  have l i t t l e  to  do with him. La Nuche i s  as outspoken  
of any of Behn's whores when she speaks o f  her l i v e l i h o o d  as  
a trade with a s e r v i c e  worth i t s  p r i c e .  She a l s o  r a i l s  a t  
Ariadne for  b e in g  a woman of q u a l i t y .  She t e l l s  her that  
her own b u s in ess  " is  only to  be b e lo v 'd  not  to  Love" (Behn 
6: 272) .  She l e a v e s  the  "slavery" of lo v e  to  someone l i k e  
Ariadne who must " in v i t e  or d ie  w ithout th e  b le s s in g "  (6: 
272) because th e  men lack the conf id en ce  to  ask f i r s t .  La 
Nuche compares th e  lovemaking of  a w ife  t o  "deeds of dark­
n ess" ,  but her own to  "cheerful Birds in  open day" (6 273) .
More than the  other  p la y s ,  t h i s  whore has the most 
p o s i t i v e  p o s i t i o n ,  in  th a t  she g e t s  the  hero , she wins the  
p r iz e .  La Nuche can f r e e l y  choose to  lo v e  l i k e  other women. 
She has achieved  w ith  Willmore what A n g e l l i c a  Bianca was 
never able  to do: to be thought o f  as j u s t  a woman, not a
whore. Ariadne lo v e s  Beaumond and i s  happy w ith  the match, 
but Willmore has been d es ignated  as the  p r i z e  throughout the  
p lay .  The whore and breeches r o l e  u s u a l ly  dominate the  
utopian p o r t io n  of the p lays  and t h e i r  g r e a t e s t  achievement 
i s  t h e i r  c h o ic e  o f  mate. Yet in  t h i s  p lay  the  men take th e  
center  of the u s u a l ly  utopian s t a g e ,  vy in g  fo r  the  a t t e n ­
t io n s  of wealthy women as w ell  as fo r  La Nuche. This i n t e r ­
e s t  in  money obscures  the f a c t  th a t  t h e s e  women have fewer 
ch o ices  than most o f  Behn's h e r o in e s .  La Nuche, the whore,
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i s  the ch arac ter  who makes the  g r e a t e s t  change. In th e  
beginning, sh e  i s  mercenary, taught well  by o ld  P e t r o n e l la  
to  look out f o r  number one. But in  the end, she throws a l l  
of i t  away f o r  the lo v e  o f  Willmore. The ro ver ,  h im s e l f ,  
a lso  goes a g a in s t  t h i s  dark world and pursues not a fo r tu n e ,  
but a p a s s io n a te  lo v e  match with the  La Nuche. Ariadne,  
dressed  as a boy, f l i r t s  with La Nuche j u s t  as  H ellena  
f l i r t e d  w ith  A n g e l l i c a  Bianca. I t  i s  her way of s l i p p i n g  
through the  system to  s e e  what Willmore i s  r e a l l y  l i k e .
There i s  barga in ing  between lo v e r s ,  but th e s e  are  
arguments about paying for  love  and the e v i l s  of c a p i t a l i s m .  
Pass ion , p a t r io t i s m  and fortune are  sep ara te  gods and the  
lo vers  must be sure  o f  t h e i r  b e l i e f s  be fore  they choose a 
mate. There i s  none of  the  f l i r t a t i o u s  u n v e i l in g  of fa c e s  
or debates about for tu n es  made by traders  on the  exchange.  
There i s  one grand confusion  of women, s i m i l a r  to  th o se  in  
The Dutch L over , but i t  comprises the e n t i r e  fou rth  a c t ,  
with Willmore and Beaumond c o n s ta n t ly  m is tak ing  La Nuche for  
Ariadne and v i c e  v e r s a .  Blunt and F eth er foo l  s t i l l  cannot  
t e l l  the d i f f e r e n c e  between whores and women of q u a l i t y .
The women bring themselves to  the b arga in ing  t a b le  as 
they are ,  though some would make major changes ,  i f  they  
could. Willmore seems alone in  h i s  poverty  in  The Rover, 
but most o f  th e  men in  The Second Part o f  th e  Rover are  
bargaining from a s im i l a r  p o s i t i o n  of v u l n e r a b i l i t y  and 
d esp era t io n ,  even though they are  r ich .
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The Oreo cookie  has com plete ly  crumbled. This s t r u c ­
ture  which provided a c o n s i s t e n t  framework, a female utop ia  
and a return  to  the s t a t u s  quo f a i l s  on almost a l l  l e v e l s .  
There are no f a m i l i e s  for  the  romantic leads  to  oppose, no 
convents or odious arranged marriages from which to escape.  
Willmore, i s  complete ly  unattached to  fam ily .  La Nuche, th e  
p r o s t i t u t e ,  a l s o  l i v e s  o u t s id e  a fam ily  system. Willmore 
enjoys t h i s  freedom, for  when he i s  confronted with a man 
who wants to  marry La Nuche, he sneers  "marry him. and be 
cu rs t  by a l l  h i s  Family" (6: 284 ) .  Beaumond l i v e s  with h i s  
uncle  in  the same house w ith  h i s  cou s in  and betrothed ,  
Ariadne, ye t  the uncle  i s  never a rea l  presence in  the  
n a r r a t iv e .  This Ariadne-Beaumond match i s  not e x c i t i n g ,  but 
i t  i s  far  from the dreadful arranged marriages of  Euphemia 
or F lor inda . There simply i s  no p a tr ia rc h  ig n or in g  the 
i n t e r e s t s  of the daughter in  order to  c r e a te  a strong a l l i ­
ance with another man.
I f  there  are no f a m i l i e s  a t  the  beg inn ing ,  there  are  
c e r t a i n l y  no f a m i l i e s  to  c e l e b r a t e  the matches in  the f i n a l  
moments, no p a tr iarch  d e l i v e r i n g  the  v i r g i n  to  another man 
and the c e le b r a t io n  of a meal and a dance. In f a c t ,  in  Act 
IV, La Nuche g iv e s  Beaumond to  Ariadne who g iv e s  him back 
(6: 272) ,  parodying the g iv in g  of women to  men by p a t r i ­
archs .  The two couples  come to g e th e r ,  but not in  marriage.  
Beaumond and Ariadne agree to  a t r i a l  cou rtsh ip  only.  
Beaumond o f f e r s  to
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try  to  love  so w e l l  to  be content  to  marry; i f  we 
f in d  th a t  amendment in  our h e a r t s ,  t o  say we dare 
b e l i e v e  and t r u s t  each other ,  then l e t  i t  be a 
match. (6: 297)
Willmore and La Nuche p a ir  o f f  but w ithout  marrying. She 
d e c la r e s  "now I am yours ,  and o 'r e  the h a b i t a b le  World w i l l  
fo l lo w  you, and l i v e  and s tarve  by turns as fortune  p leases"  
(6: 294) .  He r e p l i e s  "no poverty s h a l l  p art  us .  — so  — 
now h e r e ' s  a bargain made without the  formal foppery of  
Marriage" (6: 294) .  Beaumond and Ariadne w i l l  not r e c e iv e  
the overwhelming fam ily  support th a t  Euphemia and Hippolyta  
r e c e iv e .  And Willmore and La Nuche w i l l  wander, cut o f f  
from the c a p i t a l i s t i c  economy and s o c i e t y  in  gen era l .  I t  
f e e l s  l i k e  a very modern 9 0 's  kind of world , where each  
member o f  the  couple  accep ts  r e s p o n s i b i l i t y  fo r  th e ir  f e e l ­
ings  and t h e i r  own d e c i s io n s  in  the r e l a t i o n s h i p .  These 
seem l i k e  s e n s i b l e ,  mature, workable r e l a t i o n s h i p s ,  u n l ik e  
the over ly  romantic ones in  The Rover and th o se  determined  
by fam ily  d e c i s i o n s  as in  those  in  The Dutch Lover.
The cen tra l  p o r t io n  of the play i s  no u top ia  for the  
women e i t h e r .  Ariadne chases Willmore, but never catch es  
him and La Nuche must g iv e  up ev ery th in g ,  in c lu d in g  her 
f in a n c ia l  independence - -  her l i v e l i h o o d  f o r  her man. The 
wealthy s i s t e r s  courted by severa l men are c r u e l l y  used and 
r i d i c u l e d .  The men seem to  dominate th e  ce n tr a l  p or t ion  as 
well  as the  beginning and end.
The play.was probably performed by th e  Duke's Company 
at Dorset Garden Theater some time b e fo re  January 18, 1681
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" s in c e  the ep i logu e  r e f e r s  t o  Parl iam ent,  which s a t  from 15 
October 1680 to 18 January 1681” (Behn 6: 225) .  There 
probably was a r e v iv a l  April  4, 1681 (Behn 6:225, The London 
Stage I: 2 93) .  The p lay  was w e l l  r e c e iv e d  but was not  as 
popular as The Rover (Behn 6: 225) .
Like the  other p la y s ,  th e  c a s t  was e x c e p t io n a l .  W il­
liam Smith played Willmore, r e p r i s in g  th e  great  s u c c e s s  he 
had in  the  r o le  in  The Rover ( The London Stage I: 293, Behn 
6: 225>. E l izab eth  Barry p layed  the  p r o s t i t u t e ,  La Nuche, 
in s t e a d  of the  outspoken and daring v i r g i n  (The London Stage  
I: 293, Behn 6: 225) .  F i n a l l y  the bad g i r l  i s  a llowed to  be 
bad. But i t  i s  s t i l l  William Smith and E l iza b e th  Barry,  
s t i l l  Willmore and Behn's most s u c c e s s f u l  hero ine .  Ariadne  
( th e  breeches r o le )  was p layed  by B etty  Currer (The London 
Stage I: 293) .  This r o l e  c a l l e d  fo r  an audacious and o p in ­
ion ated  woman which Currer could  e a s i l y  handle .  Joseph  
Williams played Beaumond. Very l i t t l e  i s  known about him 
because of confusion  between him and another actor  w ith  a 
s im i la r  name. C olley  Cibber found him a good actor  ( D i c t i o ­
nary of  National Biography 432) .  The character  name r e ­
minds us of B e l v i l l e ,  but t h i s  i s  no con s tan t  lover  p layed  
by B e t te r to n .  He i s  a l t e r n a t i v e l y  f r a n t i c ,  whiny and angry 
when he d o esn ' t  get  h i s  way.
The comic subp lot  was the  most e la b o r a te  of t h e s e  p lays  
with a g i a n t s ,  a mountebank and two f o o l s .  Some of  the  
humor i s  comedia in s p ir e d .  Cave U nd erh i l l  rep r ised  th e  r o l e
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of Ned Blunt ( The London Stage I:  256 ) ,  but t h i s  time he i s  
accompanied by F e t h e r f o o l , p layed  by James Nokes ( London 
Stage I: 29 3 ) .  Never have such a dismal pa ir  p lo t t e d  to  
marry such improbable wealthy women (a g ia n te s s  and a dwarf) 
and f a i l e d  so  u t t e r l y .  Not only are  they f o o l s ,  but they  
are i n s e n s i t i v e  and cruel as w e l l .  Only Willmore, in  h is  
r e l a t i o n s  w ith  A n g e l l i c a  could be considered more d i s -  
p ic a b l e .  In t h i s  comic su b p lo t ,  Willmore impersonates a 
ch ar la tan  who s e l l s  sham charms to  r e c t i f y  n a tu r e 's  mis­
ta k e s .  His in t e n t i o n  i s  simply to  t r i c k  Blunt and Fether­
f o o l .  He i s  a ided  by Beaumond's companions Hunt and S h i f t  
who play the parts  of Scaramouche and Harlequin. The humor 
of t h i s  p lay  always pokes fun at someone, sometimes c r u e l l y .  
Willmore s e t s  out to  make fun of Blunt and Fetherfoo l  from 
the f i r s t  s c e n e .  The whole town i s  the butt  of Willmore's  
mountebank impersonation. And th e  g ia n te s s  and dwarf become 
the butt  o f  h i s  joke by d e f a u l t .  But a l l  of Behn's comic 
s u b -p lo t s  need a c u l l y  to  be funny - -  Haunce in  The Dutch 
Lover, Blunt in  The Rover.
The Second Part of the Rover, l i k e  i t s  predecessor  was 
a l s o  taken from Thomas K i l l i g r e w ' s  t e n - a c t  p la y ,  Thomaso. 
Much of the  p lo t  and many of the characters  are l i f t e d  
d i r e c t l y  from K i l l i g r e w ' s  work: the  mountebank, the wealthy
g ia n t e s s  and dwarf, the old  whore and the commedia d e l l ' a r t e  
ch arac ter s  (6: 2 2 6 -2 7 ) .  Much o f  the  ta lk  of economics comes 
d i r e c t l y  from Thomaso. Janet Todd su ggests  that  Behn "pres-
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ents  the dwarf and g ia n t  as rea l  ch aracters  with con s id er ­
ab le  understanding of the e x p l o i t a t i o n  they are su ffer in g "  
(6: 225) .
The p l o t  of The Second Part o f  the Rover i s  much sim­
p le r  than th a t  of the other p la y s .  Behn juggles  only two 
co u p les ,  but she handles the mistakes  of the night in  Act IV 
with d a z z l in g  speed. Willmore, Blunt and Fetherfool begin  
t h e ir  time i n  Madrid try in g  to  f in d  Beaumond, the E nglish  
Ambassador's nephew rec en t ly  arr ived  from P ar is .  When 
Beaumond a r r iv e s  at the door, the companions exchange news 
and g o s s ip .  Willmore ex p la in s  that  h is  dear Hellena has 
died  and he has spent her e n t i r e  fortune in  B ru sse ls ,  try in g  
to  forge t  h i s  g r i e f .  They a l s o  d is c o v e r  that  B e l v i l l e  and 
Florinda are hea lthy  and happy in  P a r i s .  Willmore a l s o  
exp la in s  to  Beaumond that Blunt and Fetherfoo l  are r ic h  and 
f o o l i s h  and th a t  he d e l ig h t s  in  t r i c k i n g  them.
F eth er foo l  announces th at  r ic h  "monsters" have come to  
town, a g ia n t  and a dwarf, "Jews of v a s t  fortunes . . . they
are worth a hundred thousand pounds a piece" (6: 236).  
Fetherfoo l  and Blunt w i l l  spend the r e s t  of the play pursu­
ing  th ese  s i s t e r s  for  t h e ir  fo r tu n e s .  Willmore o ften  de­
c la r e s  th a t  he w i l l  court the  g ia n t e s s  for her money, but he 
says t h i s  to  e i t h e r  upset F e th er foo l  or La Nuche. Unfortu­
n a te ly ,  S h i f t  and Hunt, Beaumond' s companions, have a prior  
claim to  th e  wealthy la d ie s  and they win them in the end. 
Gossip has i t  that  the s i s t e r s  are in t e r e s t e d  in  the claims
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of a mountebank th a t  he can change them to  a more normal 
s i z e .  Willmore see s  t h i s  as a wonderful opportunity  to  p lay  
the  mountebank in  order to  poke fun a t  Blunt and F e t h e r f o o l . 
Beaumond a l s o  mentions h i s  w ife  to  be ,  Ariadne, "very p r e t ­
t y ,  young and r i c h ” (6: 238) .  But she may a l s o  i n t e r e s t e d  
in  the anc ient  Don Carlo .  Don Carlo i s  a l s o  La Nuche's  
lo v e r ,  so he provides  com pet it ion  to  both Beaumond and 
Willmore. Add to  t h i s  the  f a c t  that  Ariadne i s  chas in g  
Willmore and Beaumond l u s t s  fo r  La Nuche and the p l o t  be­
comes even more complex. Willmore as the mountebank domi­
nates  Act I I .  He o f f e r s  a l iq u id  which cures a l l  i l l n e s s  of  
mind a body, g iv e s  courage and brings  the dead back t o  l i f e  
(6: 248) .  He o f f e r s  a powder for  th o se  who would "be f a i r  
and wear e tern a l  Youth” for  those  who "would have handsome, 
young and a c t i v e  Lovers" (6: 249) .  And f i n a l l y  he o f f e r s  
the "Amorous Powder" which "makes Women kind, and eq u a ls  Men 
to  Gods" (6: 250) .  Blunt and F e th er fo o l  buy a b i t  o f  each  
cure and P e tr o n e l la ,  La Nuche's bawd, g iv e s  the ch ar la tan  
money to  r e s to r e  her youth.
Act IV i s  a grand confusion  o f  the  n ig h t ,  t y p i c a l  of  
Behn's in t r ig u e  p l o t s .  The women always know who th e  men 
are ,  but the men in v a r ia b ly  mistake one woman fo r  th e  o th er .  
Willmore goes to  meet Ariadne in  th e  P iazza ,  but runs in t o  
Beaumond who i s  fo l low ed  by La Nuche. Beaumond and Willmore 
f i g h t .  Beaumond i s  confused by La Nuche and th in k s  she i s  
Ariadne. Beaumond upbraids La Nuche because he th in k s  she
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i s  Ariadne meeting a man and cu ck o ld in g  him. He c a l l s  her a 
whore and La Nuche r e p l i e s  "and i s  a Whore — a th ing  so  
much d e s p i s ' d ? ” (6: 270) and shows him who she r e a l l y  i s .  
Ariadne approaches "undrest" (6: 269) and Willmore r e a l i z e s  
th a t  th ere  are  two women and he w i l l  have a t  l e a s t  one of 
them. La Nuche i s  fur ious  w ith  Beaumond for  d ec la r in g  h is  
lo v e  fo r  her and then c a l l i n g  her a whore so d isp arag in g ly .  
In stea d  o f  Behn cr e a t in g  a v i s u a l  image to  s t a r t l e  the  
audience and le a v in g  them to  d ec ip h er  i t ,  she cre a te s  the  
image (Beaumond misunderstanding who he i s  with) and then  
has the ch aracters  comment on th e  s i t u a t i o n  (La Nuche up­
b ra id in g  Beaumond for  h is  m is ta k e ) .  She adds i n s u l t  to  
in ju ry  and c a l l s  him "thou fop o f  fo r tu n e ,  thou s l a v i s h  Heir 
t o  E s ta te  and Wife, born r ic h  and damn'd to  Matrimony" (6:
270) .  When Beaumond r e a l i z e s  th a t  he has angered La Nuche 
so  th a t  she w i l l  not honor t h e i r  a s s ig n a t io n ,  he storms l i k e  
a cheated shop customer: "Was t h i s  not my Night? my paid  
fo r  Night? my own by r ig h t  of Bargain , and by Love?" (6:
271) .  Though he acknowledges h i s  lo v e ,  he does not acknowl­
edge th a t  h i s  words have hurt La Nuche. While a l l  t h i s  i s  
happening, Willmore takes Ariadne a s id e  to seduce her as a 
s t r a n g e r ,  much l i k e  he t r i e d  to  do w ith  Florinda in  The 
Rover. He r u f f l e s  Lucia, A riad n e's  kinswoman, and arouses  
the  e n t i r e  Ariadne-Beaumond household  r e s u l t i n g  in  a rousing  
sword f i g h t .  Again Willmore pursues Ariadne try in g  to  
convince  her to  "be kind" and have sex  with  him. But they
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are again  in terr u p ted .  Ariadne asks him to meet her again  
at  the  Garden Gate and she w i l l  g iv e  h e r s e l f  to  him. These 
m istakes  and d i s c o v e r i e s  do not  have the meaningful q u a l i ­
t i e s  of Hippolyta  and Euphemia for  severa l  reason s .  The 
ch arac ter s  are not c a r e fu l ly  drawn, the rea d er /sp ec ta to r  
d o e s n ' t  have an investment in  them. The confusions  come and 
go q u ick ly  as w e l l .  I t ' s  as though Behn has put words in to  
the  mouths o f  her characters  and does not need s ig h t  gags to  
convey her meanings.
Though La Nuche has pledged her n ight to Beaumond, 
Willmore s l i p s  in to  her bedroom prepared for lovemaking.
At the  p o in t  of c a p i t u la t io n ,  Beaumond en ters .  Beaumond 
cla im s the woman by bargain and but Willmore cla ims her by 
lo v e .  They argue about who has the la r g e s t  c la im  on her,  
but Willmore dec ides  to  leave to  f in d  Ariadne and Beaumond 
le a v e s  remembering how she has j i l t e d  him. They are r e a l l y  
more i n t e r e s t e d  in  competing w ith  each other than they are  
in  the  woman. One moment La Nuche has her lo v e ,  Willmore, 
in  another too many men and then none.
Confusions continue as Willmore and Beaumond go to meet 
W illmore's  romantic a s s ig n a t io n .  Willmore goes to f ind  her ,  
but Beaumond f in d s  Ariadne and takes  her to the mountebank’s 
house.  La Nuche fo l low s  Willmore and he th inks she i s  A r i­
adne and takes  her home to h i s  own Lodging. When i t  comes 
time fo r  bedding, Ariadne y i e l d s  but on co n d it io n s  - -  she  
o f f e r s  youth, beauty,  jew e ls ,  e s t a t e ,  i f  he d e l i v e r  a "hand-
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som proper f e l l o w ,  heart-whole and sound” (6: 2 93 ) .  But she  
must be married because she i s  daughter in  law to  the Eng­
l i s h  Ambassador. Beaumond immediately knows th a t  i t  i s  
Ariadne and r ev e a ls  h im self  to  her.  He r e a l i z e s  that had he 
been l e s s  p le a s a n t ,  more rak ish  and unmanageable, they could  
have found happiness sooner. Willmore and La Nuche must 
a l s o  come to  terms with t h e ir  match, but she c a p i t u la t e s  to  
him, promising to  fo l low  him anywhere and fo l lo w  fortune.
The g ian t  and the dwarf a lso  come to  the  house of the mount­
ebank and are recon c i led  with t h e i r  guardian. Hunt and 
S h i f t  are revea led  as the v i l l a i n s  who have carr ied  them o f f  
and married them. Blunt seems to  have made a match with  
P e tr o n e l la .  All  the ends are n e a t ly  t i e d ,  but there  i s  no 
marriage, there  i s  no banquet.
Like the  other plays there  i s  bargaining in  almost  
every scene . Willmore complains of h i s  p lace  ou ts id e  of the  
c a p i t a l i s t i c  system, where he has no ready cash for the  
b e a u t i fu l  whore La Nuche.
Oh Fortune! Cursed b l in d  mistaken fortune:  e t e r ­
nal f r ie n d  to fo o l s !  Fortune! th a t  takes the 
noble r a te  from man to  p la ce  i t  on her Idol i n t e r ­
e s t .  (Behn 6: 2ZZ?Q
Like h is  t ime with A nge l l ica  Bianca, he i s  curs ing  h is  own
poverty  because she w i l l  not e n t e r t a in  him without h is  ready
cash. His own good s e l f  i s  not as va luab le  to  her as money.
Moments l a t e r  he c a l l s  her a "mercenary J i l t ! "  (6: 233).
Later,  Willmore whines about the language of economics
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you Women have a l l  a c e r ta in  Jargon, or G ib er ish ,  
p e c u l ia r  to  your s e l v e s :  o f  Value,  Rate,  P r e se n t ,
I n t e r e s t ,  S e t t le m e n t ,  Advantage, P r ic e ,  Mainte­
nance. . . which i n  p la in  terms s i g n i f i e  Ready 
Money*(6: 245)
This i s  not simply th e  g ib b e r i s h  of  women, but th e  language  
of  money managers. I t  i s  the  same language with which 
Haunce t r i e s  to  overwhelm Euphemia in  The Dutch Lover.
But t h i s  d i s c u s s i o n  cen ter s  on the  d i f f e r e n c e  between 
lo v e  and money and s e x  and money, men and sex  and women and 
s e x .  Willmore w i l l  never have money in  t h i s  world, y e t  t h i s  
i s  a world where women are always o f f e r e d  for  s a l e  cr a s ­
sumed to  be for s a l e .  Almost the f i r s t  th ing  Willmore asks  
upon en ter in g  the s t a g e  i s  about La Nuche and the f a c t  that  
he has no money to purchase her. When S h i f t  d e s c r ib e s  the  
g ia n t  and the dwarf, Willmore excla im s "Let's  go s e e  'em", 
what do they pay for  go ing  in?" (6: 237).  Willmore assumes 
th a t  they are part o f  a carn iva l  freak  a c t ,  that  they  are  
commodities to be gazed and wondered a t .  F e th er fo o l  ex ­
p la in s  th a t  th ese  are  "Monsters of Q ua l ity ,"  not exposed for  
viewing by the common rabb le .  They are not commodities in  
the  sen se  of carn iva l  freak  a c t s ,  but they are s t i l l  commod­
i t i e s  in  that  they can be married and t h e ir  for tu n es  gained.  
When Willmore meets Ariadne, he recogn izes  that  she i s  a 
lady , but n e v e r th e le s s  an a v a i la b le  lady: "Thou s a y ' s t
th o u 'r t  not to  be s o l d ,  and I'me su re  th o u 'r t  to  be had" (6: 
2 45) .  But l i k e  F lo r in d a ,  Ariadne i s  cognizant o f  her worth 
and answers "By one th a t  can esteem 'em to  t h e i r  worth, can
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s e t  a v a [ l ] u e  and a r a t e  upon 'em" (6: 245) .  U nfor tu n ate ly  
for  Willmore in  t h i s  mercenary world, h is  sexual favors  are  
not a p r iz e  worth paying fo r ,  not  l i k e  they were w ith  Angel-  
l i c a  Bianca. Even F e th er fo o l  r e a l i z e s  the in e q u a l i t y  o f  
women and men. F e e l in g  the  burden of co u r tsh ip ,  he wonders 
about being a woman "to be Courted with p r e s e n t s ,  and have  
both the  p leasu re  and th e  p r o f i t "  (6: 288) .  F e th er fo o l  has 
g o t te n  i t  wrong, th in k in g  th a t  a l l  women ge t  p resen ts  and 
a l l  women can combine p le a su r e  w ith  p r o f i t .  He ig n o re s  th e  
commodity s id e  of the eq uat ion .
For her part La Nuche l u s t s  for  Willmore, but she w i l l  
not lower the "price I ' v e  s e t  upon my s e l f ,  fo r  a l l  the  
p le a su r e s  Youth or Love can bring  me" (6: 239) .  At another  
p o in t ,  when the mountebank t e l l s  her she i s  a whore, she  r e ­
p l i e s  "wou'd you wish t h i s  Beauty which adorns me, should  be 
d is p o s 'd  about for  C har ity [? ]"  (6: 261).  When Willmore and 
La Nuche meet, he complains th a t  she s e l l s  h e r s e l f  fo r  
"ready money so much k in d n ess” (6: 242) .  When he t e l l s  her  
of a woman who i s  devoted to  a man of Quality
tho he has stunk through a l l  h is  Perfumes; one who 
never went a l l  to  Bed to  her ,  but l e f t  h i s  Teeth,  
an Eye, f a l s e  Back and B rea s t ,  sometimes h i s  P a l ­
a te  too  upon her T o y l i t e ,  w h i l s t  her f a i r  Arms 
hug'd the dismember'd Carcase,  and swore him a l l  
p e r f e c t io n .  (6: 242)
He i s  echoing H e l le n a ' s  d e s c r ip t io n  of Don V in c e n t io ' s  bed
and he i s  a l s o  using some of the  r h e to r ic  of Thomaso (6:
557) .  La Nuche counters  with  her own sense  of what i s  r i g h t
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in  the  tran sac t ion :  "But he was r i c h ,  good Captain, was he
not?" (6: 242).
Their argument cu lm inates  in  the  u l t im ate  d e c la r a t io n
of both p a r t i e s .  Willmore d e c la r e s  " ’ t i s  a Royal Cause I
s u f f e r  for" (6 :2 4 3 ) ,  th a t  i s ,  he works for  the  King and for
England and cons iders  h im se l f  p a t r i o t i c  and a l t r u i s t i c ,  not
r e a l l y  poor. She counters  w ith
' twere a f in e  Trade indeed to  keep Shop and g iv e  
our Ware for  Love, would i t  turn to  account.  . . 
to  t r i c k  and d ress  to  r e c e iv e  a l l  who would enter"
(6: 243).
She cons id ers  h e r s e l f  a shopkeeper and cannot understand why 
she must g iv e  her wares away for  f r e e  or in  exchange for  
lo ve .  She has a b u s in ess  to  run. In t h i s  co n v ersa t io n ,
Behn s e t s  up some major p o in ts  in  the bargaining p ro c e s s ,  
q u i t e  d i f f e r e n t  from th e  exchanges of p re t ty  fa ces  for  a 
man's p r o te c t io n .  Willmore, backed up by King, m i l i t a r y  and 
n a t io n ,  has much power i f  no money. La Nuche for her p a r t ,  
works alone and depends on her a b i l i t y  to  make money to  g iv e  
her what l i t t l e  power she p o s s e s s e s .  She l i v e s  com plete ly  
o u ts id e  the p atr iarcha l  system, the head of which i s  the  
monarch. Willmore, by h i s  own d e c la r a t io n ,  l i v e s  com ple te ly  
w ith in  the system and owes everyth ing  to  th at  system.  
Willmore i s  asking La Nuche to  g iv e  up her s l i g h t  gr ip  on 
her own personal power, yet  she i s  not asking for t h a t ,  she  
i s  ask ing  for  what she co n s id ers  a f a i r  trade: sex  for
money. He, l i k e  Haunce in  The Dutch Lover, con s id ers  him­
s e l f  and h is  p o s i t io n  in  l i f e  to  be enough to  bring to  the
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bargain ing  t a b le .  Behn was a staunch supporter o f  E n g l ish  
monarchy, e s p e c i a l l y  Charles I I .  In t h i s  moment, she puts  
women's s t r u g g le s ,  her  own in c lu ded ,  and those  of  th e  poor  
in  a secondary p o s i t i o n  to  the  power of the King. Willmore  
and La Nuche have come to  an impasse in  t h e i r  b arga in in g .
He bargains from a p o s i t i o n  o f  power given by the k ing .  She 
bargains from a p o s i t i o n  of  power created  by her own beauty ,  
power which she in su res  for  her fu ture  in  the  form of money.
He a l s o  bargains w ith  Ariadne when he meets her  and 
c a l l s  her a lo v e ly  cre a tu re  w ith  "a promising form, a tempt­
ing motion, c lean Limbs, w el l  d r e s t ,  and a most damnable 
i n v i t i n g  Air" (6: 245 ) ,  l i k e  H e l le n a ' s  l i s t  of her own 
advantages .  But Ariadne a s s e r t s  h e r s e l f  "I am not to  be 
sold" (6: 245) which i s  wonderful for  Willmore because he 
has no money. Much l a t e r  when Ariadne and Willmore have 
become in te r e s t e d  in  each o th er ,  Ariadne mentions marriage  
and Willmore r e fu s e s .  She ups the an te ,  but not on ly  with  a 
p r e t ty  fa ce  as Euphemia does a t  f i r s t ,  she o f f e r s  him "a 
hundred thousand Crowns, and a Beauty of s ix teen "  (6: 275) .  
But she a l s o  d e c la r e s  her own worth in  the bargain "Maids of  
my Q uality  expect b e t t e r  Jo in tu res  than a B u f f - c o a t .  Scarf  
and Feather" (6: 275) .  Like La Nuche, she cannot p a r t i c i ­
pate  in  the  power of  the  patr iarchy  and must depend on money 
rather than the power of the  King. Money for  women, becomes 
a s l ip p e r y  thing which can come from the p a tr ia rc h y ,  but can
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be used to  escape p a tr ia rc h a l  power. Love can a l s o  help a 
woman to  escape p a tr ia r c h a l  power.
When Beaumond in te r r u p ts  La Nuche and Willmore l a t e  in
the p lay  a l l  three  argue over p r ic e  of time with La Nuche.
Willmore o f f e r s  La Nuche to " s e t t l e  a l l  upon the but my 
Sword, and that  w i l l  buy us bread. I ' v e  two led  Horses to o ,  
one thou s h a l t  manage, and fo l lo w  me through dangers" (6:  
283) .  La Nuche i s  not  p leased  "I was made for  b e t t e r  Exer­
c i s e s "  (6: 283) .  Beaumond rebukes Willmore " i f  thou v a lu e s t  
her, leave  her to  e a se  and p lenty"  (6: 283) .  But Willmore 
has more in  s t o r e  fo r  her than ease  and p lenty  "Leave her to  
love  my dear,  one hour of right-down Love i s  worth an Age of  
l i v i n g  d u l ly  on. . ." (6: 283) .  La Nuche t r i e s  to  dec ide
between Beaumond and Willmore. Beaumond o f f e r s  "Powerful 
I n t e r e s t  p r o s tr a te  a t  my f e e t ,  g lo r y ,  and a l l  th a t  Vanity  
can b o a s t ."  But Willmore o f f e r s  "Love unadorned. . . No
w ealth ,  but a f u l l  Quiver to  do m is c h ie f ."
For her p a r t .  La Nuche i s  in  b u s in ess  and has been
taught w el l  by P e t r o n e l la .  A fter  the  confusion  of the  
n ig h t ,  La Nuche i s  fu r iou s  w ith  h e r s e l f  for  not g iv in g  in  to  
Willmore and making love  to  him g r a t i s .  She lo v e s  him, but 
she i s  a l s o  aroused by him. She i s  jea lo u s  that  he has gone 
o f f  w ith  Ariadne. She r a i l s  a g a in s t  her mistake and p leads  
for  love :  "I w i l l  be poor and Love"-(6: 277) .  But i t  i s
P e tr o n e l la  who reminds her th a t  i f  one i s  r i c h ,  no matter  
how o ld  or i l l ,  one w i l l  be loved  by a l l  (6: 277) .  She re -
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minds La Nuche th a t  the Willmore i s  one who w i l l  love  her  
and le a v e  her (6: 278) .  La Nuche r e s o lv e s  to  e n t e r t a in  
Beaumond in s te a d  of Willmore and make money from her lo v e -  
making.
Early in  the  p la y ,  Ariadne r e a l i z e s  th a t  she would 
p refer  a lover  "rough as Seas in  Storms" in s te a d  of her  
cou s in  Beaumond. When she meets Willmore she d ec id e s  to  
dress  as a man to  d iscover  more about him. She approaches  
the mountebank d ressed  as a man. She a l s o  f l i r t s  w ith  La 
Nuche t e l l i n g  her tha t  she has s t o l e n  h i s  h ear t .  But La 
Nuche i s  not i n t e r e s t e d  "I hate  the  Person of a f a i r  con­
c e i t e d  Boy (6: 263) .  Willmore en ter s  as h im se lf  and t a lk s  
for  some time with  La Nuche about the prospect  of  marrying  
one of the "Monsters." He would rather th a t  than to  be 
dominated by the Commonwealth. But La Nuche th inks s h e 'd  
rather s ta rv e  than be owned by a "thing of horror" (6:  263) .  
But he a l s o  d e sc r ib e s  the b e a u t ie s  of the la d i e s  - -  t h e i r  
wealth  and t h i s  u p se ts  Ariadne as she r e a l i z e s  tha t  he i s  
say in g  th ese  th in g s  only to  make La Nuche j e a lo u s .  But La 
Nuche makes a play for  Ariadne as a boy to  make Willmore 
j e a lo u s .  Ariadne draws her sword to  f i g h t  for  La Nuche, but 
they  are in terrup ted  by Beaumond. Ariadne leaves  q u ick ly  in  
order not to  be recognized by Beaumond. But another time  
for  the  duel i s  agreed upon.
Willmore*s performance as the mountebank i s  the  kind of  
d is p la y  o f te n  reserved  for whores - -  i t  i s  the eq u iv a len t  of
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A n g e l l i c a ' s  s ig n  in  i t s  boldness  and commercialism. Not 
only i s  he s e l l i n g  h i s  wares, but he i s  s e l l i n g  h im se lf  as 
the a l l  w ise  h e a le r .
The humor of t h i s  p ie c e  depends on Blunt and Fetherfoo l  
as f o o l s  and the  monstrous dwarf and g ia n t  and P e tr o n e l la  as 
the u n a t tr a c t iv e  and o ld  women. Blunt and Feth er foo l  are 
just  l a t e r  ver s io n s  of the rather  s tup id  monied Englishman 
r id ic u le d  in  The Rover. P e t r o n e l la ,  dressed  as a young g i r l  
i s  a c a r ic a tu r e .  But a woman try in g  to  p a r t i c i p a t e  in  the 
sexual economy my t r ic k in g  both Carlo and Fether foo l  and 
going to  the Mountebank for a potion  to  bring back her youth 
are too real to  be simply c a r ic a tu r e .  I su sp ec t  she i s  a 
mirror to  Behn's own f e e l i n g s  of growing o ld er  and l e s s  and 
l e s s  ab le  to  support h e r s e l f  w ith  p la y s .  Soon a f t e r  t h i s  
play, she began to w rite  her n o v e ls .
I t  i s  very uncomfortable to  d iscu ss  the cou rt in g  of the 
giant  and the dwarf by Blunt and F e th e r fo o l .  The f o o l s  are 
so greedy and so  i n s e n s i t i v e  and uncaring of the women. They 
put up money to  arrange to s ee  the women and to  arrange 
marriages. When they meet the women, they are appalled  at 
th e ir  monstrousness,  e s p e c i a l l y  Fetherfoo l with the g ia n t ­
e s s .  But the la d i e s  know th e s e  men for  f o o l s  and d i s c r e d i t  
them from the very beginning. The g ia n te s s  wonders i f  
Fetherfoo l th inks  s h e ' l l  ea t  him (6: 258) and the dwarf 
wonders i f  "these  Gentlemen are dumb" (6: 258) .  When even 
the g ia n te s s  bargains " I ' l e  marry none whose Person and
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Courage s h a l l  not bear some proport ion  to  mine" (6: 258) and 
when he does not answer in  a p o s i t i v e  way, she co n fro n ts  him 
for  court ing  "my Fortune, not  my Beauty" (6: 259) .  The 
dwarf l i k e s  Blunt and w ish es  to  marry him. In the end, when 
the  la d i e s  are married to  Hunt and S h i f t  and Blunt and 
F eth er foo l  have l o s t  an opportunity  again , they are t r u ly  
cruel to  the l a d i e s ,  c a l l i n g  them an " i l l - f a v o u r ’d Baboon" 
and a "foul f i l t h y  o ’ re-grown Chronacle" (6: 295) .
Behn's l a s t  p lay  o f  the  s e r i e s ,  p resen ts  a grim view of  
Behn’s world. Gone i s  the  c a v a l i e r ' s  e x p lo r a t io n  o f  fo r e ig n  
p o r t s .  Most of the men in  t h i s  p lay  are greedy and want 
only s e c u r i t y .  The b arga in ing  i s  cut short  and men seem to  
win the la d ie s  more e a s i l y .  A fter  f i v e  a c t s  of b arga in in g .  
La Nuche g ive s  in  to  Willmore and g iv e s  up her own a b i l i t y  
to  make a l i v i n g .  When Ariadne bargains fo r  her own mar­
r ia g e  to  Beaumond, he immediately  r e a l i z e s  her i d e n t i t y .  I t  
i s  not her fa c e ,  but her  fam ily  which he r e c o g n iz e s .  The 
humor i s  c r u e l l e r ,  making fun not only of the English  f o o l ,  
but la d i e s  of q u a l i t y  as w e l l .  And the f a m i l i e s  which 
oppose yet support the  lo v e r s  of the other p lays  have d i s a p ­
peared and Behn and her heros and heroines  must make t h e i r  
way in  the world a lo n e .  Even love  seems compromised, as 
Willmore and La Nuche f a c e  a world of wandering and poverty  
and Ariadne and Beaumond look forward to  a l i f e  of only  
b e l i e f  and t r u s t .
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Ariadne cross  d r e s s e s  as H ellena  does ,  to  observe a man 
and to  f l i r t  with the co m p e t i t io n .  La Nuche i s  not amused 
by Ariadne's  impersonation o f  a boy and she sends him on h i s  
way. The cross  d r e s s e r  i s  always a lady, of q u a l i ty  and i t  
seems t h i s  i s  the only way a lady can s l i p  through the  
cracks of the sexual economy to  have a g limpse of freedom.
In t h i s  p lay , the lady of q u a l i t y  does not g e t  the hero, the  
ob jec t  of d e s i r e ,  Willmore. The bond i s  s tronger  between  
Willmore and La Nuche, I t  i s  not easy  to  d ec id e  i f  t h i s  i s  
love  or lu s t  or even i n t e r e s t  or a f f e c t i o n ,  but both W i l l -  
more and La Nuche are committed to  t h i s  l i f e  to g e th er .  La 
Nuche as whore i s  as mercenary as any of Behn's whores.
Like A n g e l l i c a ,  she l o s e s  a l l  for  lo v e ,  but unlike  An­
gel l i c a ,  she makes a match w ith  Willmore. I f  Behn's p r o t a ­
g o n i s t s  can be judged by "who g e t s  the man" in s tead  of "who 
g e t s  the g i r l , "  then t h i s  i s  a v ic to r y  for  the  whore.
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CHAPTER 5 
CONCLUSION
Aphra Behn has created  an in c r e d ib le  body of  work in  
th e s e  few i n t r i g u e  p lays  th a t  exp lore  the sexual economics 
of women. Behn's whores and her cro ss  dressed  women are  
agents  in  t h e i r  own b es t  i n t e r e s t s  throughout the  p la y s .  
They t r u ly  become equals to  the men as su b je c t s  in  the  
cen tra l  utopian p o r t ion s  of th e s e  p la y s .  For Behn, the  
f ig u r e  of woman r e c a l l s  Laura Brown's f ig u r e  of  woman, one 
th a t  i s  both commodity and consumer. In our own world,  
where women are c o n s ta n t ly  pressured in  the marketplace,  
t h i s  i s  a r e f r e s h in g  change. I t  i s  a l s o  r e fr e sh in g  to  see  
male ch aracters  commodified as w el l  as unable to  
p a r t i c i p a t e  in  the  marketplace fo r  lack of funds.  Men are 
not "the one," the  s in gu lar  p h a l l i c  power. Men are not a l l  
made in  the image of Charles I I ,  t a l l ,  dark, handsome, 
fab u lou s ,  wealthy and in c r e d ib ly  powerful in  a way th a t  i s  
of h is  own making.
All  of Behn's techniques  depend on an imbalance of  
power between women and men. The romantic bargain ing  and 
n e g o t ia t io n  g iv e s  a glimpse in to  the  everyday marketplace  
of male-female r e la t io n s h ip s  and i s  an attempt to  
r e e s t a b l i s h  a balance o f  power between the p a r t i c i p a n t s .
He has power, she has beauty.  He has power; she has money. 
He has power; she  has w i t ,  v i r g i n i t y ,  audacity .  His power 
comes from the king; her money and her looks (consequently
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her power) come from her fam ily .  Both male and female  
bargain from p o s i t i o n s  of s tren g th  w ith in  a p a tr ia r c h y ,  but  
th ese  are very d i f f e r e n t  p a t r ia r c h ie s .  He o f f e r s  s e x ;  she  
says  no. She o f f e r s  beauty; he says  no. He o f f e r s  love;  
she says y es .  She o f f e r s  money; he says  y e s .  Love and 
s ex ,  power and money seem to be the bargain ing  ch ip s  which  
are t r u ly  valued; a l l  e l s e  i s  of  l i t t l e  c o n s id e r a t io n .
Behn uses  th e se  t in y  n e g o t ia t i o n s ,  h inging on one word a t  
t im es ,  to  a r t i c u l a t e  and dramatize her female view of  th e  
economy, e s p e c i a l l y  the  sexual economy. And th a t  too  has a 
dual nature for  Behn. The sexual economy commodifies  
women, but a l s o  o f f e r s  a p o s i t io n  of consumer, IF the  women 
can manipulate the system w is e ly .  Men seem c l u e l e s s  in  
t h i s  a sp ec t .  They seem to  already have money, to  marry 
money or to  fa sh ion  f o o l i s h  schemes to  make more money. 
Women seem so bound by economics th a t  they must know the  
system and use i t .  Men, who contro l  the p a tr ia rc h y  seem to  
not be very d is c r im in a t in g  when i t  comes to  d e c i s i o n s  about  
economics.
The power base fo r  men and women in  Behn's world i s  
f a s c in a t in g .  Men have power v ia  the p a tr ia rc h y .  Women 
obtain  t h e i r  power w ith  t h e ir  bodies  and t h e i r  minds. In 
that  way, they  can be equal.  But th e se  are i n d iv i d u a l s .
One woman can outwit  one man. But one woman cannot ou tw it  
the e n t i r e  p a tr ia rch y .  One man can be o u tw it ted ,  but w ith  
the power of the  p a tr iarch y  behind him, he can b r u t a l i z e  a
101
Reproduced with permission of the copyright owner. Further reproduction prohibited without permission.
woman. This i s  e s p e c i a l l y  apparent in  Willmore*s and 
B lu n t 's  attempted rapes o f  F lor inda , in  Haunce' s  t h r e a t s  to  
Euphemia and i n  B lu n t ' s  and F e t h e r f o o l ' s  c r u e l t y  to  th e  
g ia n t  and the  dwarf. I t  would seem th a t  Luce I r ig a r a y  i s  
corr ec t  th a t  when commodities gather t o g e t h e r ,  th ey  can  
accomplish more. What i s  a patr iarchy  except  a g a th e r in g  
of men with  s e l f - d e f i n e d  power and s u p e r io r i ty ?  T h is  i s  
the  power of  Behn's message and of her women - -  th a t  when 
women gather to g e th e r  and c r e a te  t h e i r  own world, th ey  have 
a d i f f e r e n t  kind of  power, one that  cannot be overpowered  
by the p a tr ia r c h y .
These p la y s  make c l e a r  an e s s e n t i a l  d u a l i t y  in  Behn's  
work, something e x e m p l i f ie d  by the v iza rd  mask. The mask 
marks the woman's p r o f e s s io n ,  but h ides  her i d e n t i t y .  I t  
sep arates  the  woman from her s e x u a l i t y  and her a b i l i t y  to  
earn money, but i t  a d v e r t i s e s  those  a s p e c t s  as w e l l .
Behn's work a t  once t e l l s  a l l ,  but masks her meaning with  
her c a s t in g ,  her humour, her dramatic s t r u c t u r e s  and 
e s p e c i a l l y  her use of audacious whores and cro ss  d res sed  
women to a r t i c u l a t e  her themes. She h id es  behind th e  
s p e c t a c le  o f  woman, a s p e c t a c l e  that  emphasizes woman as a 
commodity, but by i t s  very nature charms and panders to  the  
male members of the  audience.  Any of Behn's women on s ta g e  
can crea te  an e x t r a - d i e g i c  moment - -  s to p p in g  th e  a c t i o n ,  
for  the b rea th tak in g  s i g h t  of a woman so  b e a u t i f u l  th a t  
nothing e l s e  m atters  but the  enjoyment o f  lo o k in g ,  th e
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wonder of female beauty i t s e l f .  But Behn uses those  
moments to  i n t e r j e c t  her own id ea s  about women's worth.
Her technique i s  so  darinq, c r a f t y  and o p p os i t ion a l  th a t  
one wants to  ch eer ,  as does H e llen a  a t  Florinda*s r e b e l l i o n  
"Now hang me, i f  I d on 't  love  thee  for  that  dear 
disobedience" (Behn 5: 455) .
That dear d iso b ed ien ce  changes across  Behn's ca re er .
In The Dutch Lover, she ex p lo r es  a s im ple  power imbalance  
between in d iv id u a l s  and f a m i l i e s .  We know what the  
in d iv id u a ls  bring to  the  barga in ing  t a b l e .  Euphemia brings  
w it ,  beauty,  for tu n e  and Alonzo brings  h im se lf  as a 
m il i t a r y  man and a gentleman. His power comes from h i s  
p a r t i c ip a t io n  in  the  n a t io n a l  p a tr ia rc h y .  Hers comes from 
her natural sen se  and her fam ily  t i e s .  Hippolyta on the  
other hand, br ings  a power sep a ra te  from fam ily ,  the  
in d iv id u a l  power of her own w i t .  When she f i g h t s  dressed  
as a man, she must f i g h t  her lo v er  and her own brother as 
rep r e se n ta t iv e  of her fam ily .  He i s  helped  by Alonzo who 
i s  a l s o  without fam ily .  In the  end, the patriarchy  
envelops and subsumes a l l  the  i n d iv i d u a l s ,  even Hippolyta .  
But for  that heady d i e g i c  moment, Hippolyta  has the  power 
(or was i t  p o t e n t ia l  power) to  make her own way. As a w ife  
and a part of t h i s  fam ily ,  she has very l i t t l e  power.
The Rover p resen ts  a much more complex economy, a 
m ercanti le  economy based on money and commodities for  s a l e .  
I t  e x i s t s  in  the  i n t e r s e c t i o n  of family/monarchy and
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m ercant i le  c a p i ta l i s m .  I t  might have been easy  fo r  
Willmore to  t a l k  Don Pedro in t o  l e t t i n g  him marry H ellena ,  
th a t  i s  w ith in  the fam ily  power base,  the p a tr iarch y .  But 
n e g o t ia t in g  with A n g e l l ic a  Bianca, the c a p i t a l i s t ,  when one 
i s  poor, i s  d i f f i c u l t .  The patriarchy and the monarchy/ 
nation  are one form of power, but ca p ita l ism  i s  
in t e r n a t i o n a l ,  g lob a l  and beyond the power of in d iv id u a l  
n a t io n s .  Willmore’s ch o ice  of Hellena and the immediate 
g r a t i f i c a t i o n  of cash and beauty marks Behn's vo te  for  the  
nation  and not for  the  economics of the open market.
The Second Part of the Rover i s  s e t  more com plete ly  
w ith in  the world of c a p i ta l i s m .  There are no f a m i l i e s ,  no 
family fortunes  to  p ro tec t  the men or the women. I t  i s  the  
women, the Jewish g ia n t  and dwarf and La Nuche, who can 
most s u c c e s s f u l l y  n e g o t ia t e  t h i s  m ercantile  world to  get  
what they want. Even though the "monsters" are per iphera l  
to  the main s t o r y ,  t h e i r  humanity and th e ir  wisdom, sh ine  
out as they r e j e c t  Blunt and F e th er fo o l .  La Nuche, too ,  
r e j e c t s  s u i t o r s  who do not s u i t  her, l i k e  Beaumond. Even 
P e tr o n e l la ,  the o ld  whore, understands the system well  
enough to  take La Nuche's fortune and then g iv e  i t  back, 
r e c e iv in g  thanks from her patroness .  Beaumond and Ariadne 
are im p lica ted  in  t h e i r  family  system, even though they try  
i n e p t ly  to escape i t .  Willmore's cho ice  of La Nuche 
r e f l e c t s  Behn’s acceptance of the changing nature of  
c a p i ta l i s m .  Perhaps t h i s  was a s ign a l  for  her to  s top
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bringing her wares t o  a marketplace that  no lo n g er  o f fered  
consumers or a good p r i c e .
Love as w el l  as economics i s  a l s o  a t  the  core  o f  th ese  
p la y s .  Behn's b e l i e f  in  the p o s s i b i l i t y  of lo v e  waxes and 
wanes in  t h i s  t r i o  o f  p la y s .  Nowhere do men and women love  
as p a s s io n a te ly  as they  do in  The Rover. There i s  the  wild  
and p ass ion a te  Willmore and A n g e l l i c a ,  more l u s t  than love .  
And there i s  the s p i r i t e d  Willmore and H e l len a ,  f u l l  of 
youth and excitem ent and promise. But i t  i s  th e  s t e a d f a s t  
love  of Florinda and B e l v i l e  which s h in e s  through t h i s  play  
and a mention of continued  happiness in  The Second Part of 
the Rover. For Willmore and La Nuche as w e l l  as Beaumond 
and Ariadne th ere  i s  a t  l e a s t  the p o s s i b i l i t y  o f  a long  
happy lov ing  l i f e  to g e th e r  simply because the  matches have 
been made according to  understood in d iv id u a l  wants and 
needs,  not on fea r  ( i n  the  case of Hellena and Euphemia) or 
opportunism (Willmore in  The Rover. Antonio in  The Dutch 
Lover) .
Behn's use o f  th e  language of money, the  language of  
economics and t r a d in g  i s  a l s o  f a s c in a t in g .  I t  borders on 
metonym as ch a ra c ter s  t a lk  about t h e i r  worth, they  tend go 
beyond the metonymic nature of language to  become that  
va lu e ,  whether i t  i s  "face va lu e ,"  w i t ,  s e x u a l i t y  or 
c le v e r n e s s .  The women have many more words to  d e s c r ib e  
themselves  and t h e i r  v a lu e .  Men seem only  e q u iv a le n t  to
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the power o f  the  p a tr ia r c h y ,  be i t  economic or n a t io n a l ,  or 
sexual prowess.
As Behn moves a cro ss  her career  w ith  th ese  p la y s ,  she  
uses the  whore f i g u r e  more and more, the  cross  dressed  
woman l e s s  and l e s s .  As women must be r e s p o n s ib le  for  
t h e ir  own l i v e s ,  th ere  i s  l e s s  and l e s s  fam ily  support,  
l e s s  in d ic a t i o n  of the  p a tr iarch a l  fa m ily .  Or maybe i t  i s  
because there  i s  l e s s  fam ily ,  th ere  must be more 
r e s p o n s i b i l i t y .  N arra t ive  c lo su r e  becomes more and more 
tenuous and "open." And across  her c a re er  the humor 
becomes more and more ug ly  and dependent on p o l i t i c a l  
opinion and personal im p erfec t ion .  The women get  s tronger  
but the world g e t s  harder.
In the end i t  i s  the  s u b j e c t i v i t y  of the women that  
makes Aphra Behn a f e m in i s t  w r i t e r .  No matter what they  do 
or why they do i t ,  th e s e  women DO. They may be im p lica ted  
in  the pa tr iarchy  and in  the sexual economy, but they are  
not submiss ive to  i t  in  i t s  e n t i r e l y .  By opposing the  
sexual economy and the  p atr iarchy  piecemeal (one character  
f i g h t s  for  her honor, another d o e sn ' t  marry, a th ird  r a i l s  
aga in s t  c a p i t a l i s m ) ,  th e  characters  and Behn p u ll  down 
s o c ia l  co n s tru c ts  a l i t t l e  at a time. And in  t h i s  way,
Behn cre a te s  a world of hope for  women.
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VITA
Mary Katherine P o l i t z  grew up in  south Louis iana,  
e x c e l l e d  in  school and had no idea  what to  do with  her 
l i f e .  She attended N ic h o l l s  S ta te  U n iv ers i ty  and s tud ied  
l ib r a r y  s c i e n c e  at the U n iv e r s i ty  of Texas at Austin  as a 
way to  order the u n iv erse ,  or a t  l e a s t  her own u n iv erse .  
Following graduation with an Master of Library S c ien ce ,  she  
worked as a l ib r a r ia n  in  p u b l ic  l i b r a r i e s  in Houma and New 
Orleans.  She developed l ib r a r y  s e r v ic e s  for Louisiana  
U n i v e r s i t i e s  Marine Consortium in  Cocodrie, Louis iana . She 
became a s c i e n c e  l ib r a r ia n  in  the Reference Department at  
Middleton Library at Louis iana S ta te  U n iv e r s i ty .  She 
s tu d ied  at the  l ibrary  schoo l  a t  Louisiana S ta te  U n iv ers i ty  
and earned a C e r t i f i c a t e  in  Library Sc ience .  Currently she  
i s  a r e fer en ce  l ib r a r ia n  with  the Reference Department at  
the Goodwood Branch of the East Baton Rouge Parish  Library.
In between s t i n t s  in  l i b r a r i e s ,  where she,  l i k e  Aphra 
Behn, makes a somewhat decent l i v i n g ,  she has done th e a tr e .  
She learned a l l  her p r a c t i c a l  t h e a t r i c a l  s k i l l s  a t  Le P e t i t  
Theatre de Terrebonne in  Houma and at  the New Orleans Opera 
s c e n ic  s t u d io .  She has ac ted  in  New Orleans at U n iv ers i ty  
of New Orleans and a t  the  Contemporary Arts Center. She 
rece ived  an Master of Fine Arts in  d ir e c t in g  and costume 
des ign  from U n ivers i ty  of  New Orleans. She has d ir e c te d  at  
Le P e t i t  Theatre de Terrebonne, U n ivers i ty  of New Orleans,
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Louisiana S ta te  U n iv e r s i t y  and Louis iana C orrect ion a l  
I n s t i t u t e  for  Women. She has been an a r t i s t  in  th e  
s c h o o ls  for  the Greater Baton Rouge Arts Counci l .
Currently she i s  deve lop in g  a t h e a t r i c a l  company a t  
Louisiana C orrect iona l  I n s t i t u t e  for  Women. Her goal i s  to  
develop a forum fo r  r e s id e n t s  to  f in d  t h e i r  own t h e a t r i c a l  
v o ic e s  to share w ith  audiences  in s id e  and o u t s id e  th e  
p r iso n  wa l l s .  As a part of her own t h e a t r i c a l  development,  
she d iscu ssed  Aphra Behn’s  The Rover with the r e s id e n t s  who 
then rewrote much of the  d ia logu e  in  New Orleans s t r e e t  
language. I f  she ever d i r e c t s  a production of t h i s  p l ay ,  
i t  w i l l  be t h i s  " tr a n s la t io n " .
Her plans in c lu d e  a con t in u a t io n  of her v o lu n te e r  work 
at Louisiana C orrect iona l  I n s t i t u t e  fo r  Women w ith  
performance tours  to  s c h o o ls  and churches.  She a l s o  hopes 
to  continue a s im ple  l i f e  w ith  dogs,  ca ts  and fa t h e r  in  
Baton Rouge.
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